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This document explores sacred music by women composers for the Revised Common 
Lectionary (RCL) of the Catholic and Christian churches. The study researches exclusively 
choral and vocal solo music by women composers for the church season of Lent. Other primary 
limitations include music in English, and music from the nineteenth century to the present. The 
main question answered in this document is: what sacred music has been published by women 
composers that may be programmed in church services?  
This question is answered in the included appendices. These appendices list the music by 
women composers appropriate for the specific RCL readings for each Sunday of Lent, as well as 
the holidays of Ash Wednesday, Maundy Thursday, and Good Friday. There are also appendices 
of choral and solo vocal pieces that are generally appropriate for the Lenten season. Every 
attempt was made to be as thorough as possible in identifying this music, with the understanding 
that no one compilation of this kind can ever be complete.  
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Additionally, selected works by six composers are explored in this document: Emma Lou 
Diemer (b. 1927), Arletta O’Hearn (b. ca 1928), Jane M. Marshall (1924 – 2019), Rebecca 
Clarke (1886 – 1979), Violet Archer (1913 – 2000), and Undine Smith Moore (1904 – 1989). 
These composers are representative of the variety of styles, diversity, history, and levels of 






Thank you to everyone who has been supportive, kind, and understanding during the 
work of this project. There are so many of you! While I know it is not possible to mention 
everyone, there are a few people that I would like to recognize. Thank you first and foremost to 
Dr. Linda Lister, my teacher and committee chair; your grounded encouragement, immense 
knowledge and talent, and thoughtful support is always appreciated. Thank you to all of my 
committee members: Dr. Alfonse Anderson, Prof. David Weiller, Dr. Joseph Svendsen, and Prof. 
Nate Bynum; your generosity of time and spirit is gratifying. To Mr. Thomas Pizzi, my favorite 
accompanist and dear friend, thank you for your beautiful playing and your many hours spent 
bringing this music to life; you are truly gifted. To Rev. James Houston-Hencken, organist Dr. 
David Dorway, the fabulous Chancel Choir, and all the saints of Grace Presbyterian Church Las 
Vegas, thank you for your constant support and encouragement; you are an inspiration. And last 
but never least, thank you to my wonderful husband, Dr. F. Scot Elliott, without whose love and 
support I don’t know what I’d do; you are my everything.  
vi 
 




TABLE OF CONTENTS…………………………………………………………………..…......vi 
LIST OF FIGURES………………………………………………………………………..….......x 
CHAPTER 1: INTRODUCTION……………………………………………………………...….1 
1.1 WHAT IS THE REVISED COMMON LECTIONARY?.............................................1 
1.2 THE NEED FOR THE STUDY……………………………………………………....2 
1.3 DELIMITATIONS AND DEFINITIONS………………………………………….....3 
1.4 SAMPLE REVIEW OF SIMILAR AND RELATED LITERATURE……………….6 
1.5 PROCEDURE IN COLLECTING DATA…………………………………………..10 
CHAPTER 2: EMMA LOU DIEMER…………………………………………………………..12 
2.1 BIOGRAPHY………………………………………………………………………..12 
2.2 PSALM 121…………………………………………………………………………..15 
2.3 TEXT………………………………………………………………………………...15 
2.4 TEXTUAL SUMMARY…………………………………………………………….16 
2.5 LITURGICAL FUNCTION…………………………………………………………16 
2.6 MUSICAL COMPONENTS………………………………………………………...17 
2.7 MUSICAL REALIZATION………………………………………………………....17 
2.8 PERFORMANCE CHALLENGES………………………………………………….20 
CHAPTER 3: ARLETTA O’HEARN……………………………………………………….…..22 
3.1 BIOGRAPHY………………………………………………………………………..22 




3.4 TEXTUAL SUMMARY……………………………………………………….……26 
3.5 LITURGICAL FUNCTION………………………………………………………....26 
3.6 MUSICAL COMPONENTS………………………………………………………...27 
3.7 MUSICAL REALIZATION………………………………………………………....27 
3.8 PERFORMANCE AND TEACHING CHALLENGES……………………………..32 
CHAPTER 4: JANE M. MARSHALL…………………………………………………………..34 
4.1 BIOGRAPHY………………………………………………………………………..34 
4.2 MY ETERNAL KING……………………………………………………………...…35 
4.3 TEXT………………………………………………………………………………...35 
4.4 TEXTUAL SUMMARY…………………………………………………………….36 
4.5 LITURGICAL FUNCTION…………………………………………………………37 
4.6 MUSICAL COMPONENTS……………………………………………………...…37 
4.7 MUSICAL REALIZATION…………………………………………………………38 
4.8 PERFORMANCE CHALLENGES……………………………………………….....45 
CHAPTER 5: REBECCA CLARKE…………………………………………………………….46 
5.1 BIOGRAPHY……………………………………………………………………..…46 
5.2 A PSALM OF DAVID, WHEN HE WAS IN THE WILDERNESS OF JUDAH……...48 
5.3 TEXT………………………………………………………………………………...48 
5.4 TEXTUAL SUMMARY…………………………………………………………….49 
5.5 LITURGICAL FUNCTION…………………………………………………………50 
5.6 MUSICAL COMPONENTS………………………………………………………...51 
5.7 MUSICAL REALIZATION…………………………………………………………51 
viii 
 
5.8 PERFORMANCE CHALLENGES………………………………………………….55 
CHAPTER 6: VIOLET ARCHER……………………………………………………………….57 
6.1 BIOGRAPHY………………………………………………………………………..57 
6.2 PSALM 23…………………………………………………………………………....59 
6.3 TEXT………………………………………………………………………………...59 
6.4 TEXTUAL SUMMARY…………………………………………………………….60 
6.5 LITURGICAL FUNCTION………………………………………………………....60 
6.6 MUSICAL COMPONENTS……………………………………………………..….61 
6.7 MUSICAL REALIZATION……………………………………………………..…..61 
6.8 PERFORMANCE CHALLENGES……………………………………………….....64 
CHAPTER 7: UNDINE SMITH MOORE…………………………………………………..…..67 
7.1 BIOGRAPHY…………………………………………………………………….….67 
7.2 OH THAT BLEEDING LAMB……………………………………………………….68 
7.3 TEXT………………………………………………………………………………...69 
7.4 TEXTUAL SUMMARY…………………………………………………………….69 
7.5 LITURGICAL FUNCTION…………………………………………………………70 
7.6 MUSICAL COMPONENTS………………………………………………………...71 
7.7 MUSICAL REALIZATION…………………………………………………………71 
7.8 PERFORMANCE AND TEACHING CHALLENGES……………………………..75 
CHAPTER 8: SUMMARY AND OBSERVATIONS…………………………………………..78 
APPENDICES AND ABBREVIATIONS KEY………………………………………………...80 
A. LISTING OF WEEKLY RCL LENTEN READINGS AND PIECES……………...82 
B. GENERAL LENTEN CHORAL PIECES, ALPHABETICAL BY COMPOSER...103 
ix 
 
C. GENERAL LENTEN SOLO SONGS, ALPHABETICAL BY COMPOSER…….105 
D. ALPHABETICAL INDEX OF ALL PIECES BY TITLE………………………....106 
E. ALPHABETICAL COMPOSER INDEX WITH ALL PIECES……………….…..116 






LIST OF FIGURES 
 
Diemer FIGURE 1. Sample of God Is Love……………………………………………………..14 
Diemer FIGURE 2. Psalm 121, mm. 11-14……………………………………………………...18 
Diemer FIGURE 3. Psalm 121, mm. 104-108…………………………………………………...18 
Diemer FIGURE 4. Psalm 121, mm. 31-40……………………………………………………...19 
Diemer FIGURE 5. Psalm 121, mm. 46-55……………………………………………………...20 
O’Hearn FIGURE 1a. Psalm 27 – Trust In God, Section A, mm. 1-6…………………………..28 
O’Hearn FIGURE 1b. Psalm 27 – Trust In God, Section A, mm. 7-10………………………....29 
O’Hearn FIGURE 2a. Psalm 27 – Trust In God, Section B, mm. 19-24………………………..31 
O’Hearn FIGURE 2b. Psalm 27 – Trust In God, Section B, mm. 25-26………………………..32 
Marshall FIGURE 1a. My Eternal King, mm. 15-20…………………………………………….38 
Marshall FIGURE 1b. My Eternal King, mm. 21-25……………………………………………39 
Marshall FIGURE 2. My Eternal King, mm. 31-42……………………………………………..40 
Marshall FIGURE 3a. My Eternal King, m. 50………………………………………………….41 
Marshall FIGURE 3b. My Eternal King, mm. 51-60…………………………………………....42 
Marshall FIGURE 4. My Eternal King, mm. 105-111…………………………………………..44 
Clarke FIGURE 1. A Psalm of David, mm. 19-21……………………………………………....52 
Clarke FIGURE 2. A Psalm of David, mm. 22-26……………………………………………....53 
Clarke FIGURE 3. A Psalm of David, mm. 53-56……………………………………………….54 
Archer FIGURE 1. The Twenty-Third Psalm, mm. 1-5……………………………………….....62 
Archer FIGURE 2. The Twenty-Third Psalm, mm. 40-47……………………………………….63 
Archer FIGURE 3. The Twenty-Third Psalm, mm. 20-31……………………………………….65 
xi 
 
Archer FIGURE 4. The Twenty-Third Psalm, mm. 32-35……………………………………….66 
Moore FIGURE 1. Oh, That Bleeding Lamb, mm. 1-8………………………………………….72 
Moore FIGURE 2a. Oh, That Bleeding Lamb, mm. 17-22………………………………………73 
Moore FIGURE 2b. Oh, That Bleeding Lamb, mm. 23-26……………………………………...74 
Moore FIGURE 3. Oh, That Bleeding Lamb, mm. 9-12………………………………………...76
1 
 
CHAPTER 1: INTRODUCTION 
 
1.1 WHAT IS THE REVISED COMMON LECTIONARY? 
 
For over two millennia, vocal music has been a primary vehicle through which the tenets 
of the Christian faith have been taught. Biblical Scripture that is set to music continues to be an 
effective way for people to learn and remember the history and beliefs of the Christian church. 
For both Catholic and Protestant churches of many denominations that use the three-year cycled 
lectionary, referred to as the Revised Common Lectionary (RCL), there are prescribed Scripture 
readings studied in the weekly worship services.1 Church musicians can effectively contribute to 
worship services by programming music that matches the weekly RCL texts. It is a challenge to 
find pieces appropriate to the texts that are also accessible to the volunteer church choir and 
soloists. One tends to use the same music year after year because it has been successful, and it is 
difficult to find time to discover alternatives.  
The Revised Common Lectionary (RCL) is a systematic set of Scripture readings for 
each day of the year. The RCL has a rotation of three years: Year A, Year B, and Year C, thus 
comprising 156 weeks in total. Once the end of Year C is reached, the complete cycle starts over 
again with Year A and continues in perpetuity. The full three-year cycle is designed to cover all 
the major events of the Bible, as well as the seasons and holidays within the Christian calendar, 
such as Advent, Christmas, Lent, and Easter. Its use ensures that the congregation is introduced 
to all the major tenets of the Christian faith.  
 
1 Consultation on Common Texts, Revised Common Lectionary, (Minneapolis: Augsburg Fortress Publishers, 1992).  
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 In order to plan for each Sunday, music directors select music corresponding to the 
chosen weekly Sunday Scripture readings. Each Sunday of the RCL has between four and five 
possible Scripture readings, and most churches use two to three readings each Sunday. Thus, 
music directors will plan Sunday music for roughly 100-150 readings each year of an 
approximate 225 possible readings in that year. When planning for the entire three-year cycle of 
Sundays, that total number of readings is 300-450 of about 700 possible readings. Additionally, 
music directors plan music to coordinate with major church holidays, such as Christmas, Holy 
Week, and Easter. Although most music directors are not required to select music for daily 
services, it is worth noting that the complete RCL also includes daily readings for study and 
worship. For example, the Roman Catholic church conducts daily masses that use the RCL, and 
many Protestant churches have either daily services or encourage daily personal devotionals 
from the RCL.  
 
1.2 THE NEED FOR THE STUDY 
 
 In researching works appropriate for the RCL, it is apparent that the overwhelming 
majority of the music available for performance in churches is composed by men. A quick glance 
through Laster’s Catalogue of Choral Music Arranged in Biblical Order confirms that nearly all 
of the music listed in publication on this topic is by men.2 A comparable statistic from the 
symphonic world bears out this truth: in a survey of the pieces performed in the 2014 – 2015 
concert season of the 22 largest American orchestras, 98.2% were written by men versus only 
 
2 James H. Laster, Catalogue of Choral Music Arranged in Biblical Order, (Lanham, MD: Scarecrow Press, 1996).  
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1.8% written by women.3 It is surprising that in this day and age, the ratio of pieces by men and 
women composers is not on a more equal footing. One would think these gender biases would be 
something of the past. Despite this representational inequality, there are a large number of sacred 
pieces by women composers in publication. The aim of this study is to bring this music to light, 
thereby providing church music directors with a “new” resource of music to consider for the 
seasons and Scriptures of the church.  
 
1.3 DELIMITATIONS AND DEFINITIONS 
 
 While a thorough resource of music by women composers is desired for the complete 
three-year cycle of the RCL, this present study will focus solely on choral and solo music by 
women for the season of Lent. The Lenten season is defined here as the RCL readings of Ash 
Wednesday, the Lenten Sundays 1-5, Maundy Thursday, and Good Friday for Years A, B, and 
C. Other seasonal passion music that is generally appropriate for Lent will also be included. 
Because the study is intended for traditional music congregations in the United States, it 
primarily focuses on four-part choral anthems (SATB) and vocal solos in English. Occasionally, 
other voicings and works in Latin are also included. Some listings as solos are actually scored for 
unison/two-part choir; these are clearly marked in the appendices. These pieces can be utilized in 
a variety of ways: as a solo, duet, sung by children’s choir, or as a simple setting for adult choir. 
“Traditional music congregations” is defined as churches that primarily worship with a formal 
choir, soloists, and organ/piano accompaniment. 
 
3 Ricky O’Bannon, “By the Numbers: Female Composers,” Baltimore Symphony Orchestra Website, 
https://www.bsomusic.org/stories/by-the-numbers-female-composers/, accessed March 25, 2020. 
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 Other decisions were also made to help focus the content search. Arrangements by 
women composers of existing tunes that have some original contribution to the harmonic or 
rhythmic structure are included. Arrangements by women that are merely simplified versions of 
more complex works are not included. For example, simplified two-part arrangements by women 
composers of four-part masterwork choruses are not included. Additionally, arrangements by 
male composers of works by female composers are not included. A good example of this 
delimitation is observed in the song “The Lord Is My Light” by Frances Allitsen.4 This original 
song is by a woman composer, and there are several choral arrangements of it in print that were 
arranged by men. The original song is included in this study, but the arrangements by male 
composers are not.  
 Another limitation is that, with very few exceptions, hand-written manuscripts have not 
been included. Also, pre-nineteenth century music has not been included. The reason for these 
last two limitations is a practical one. The intent of the study is for church music directors to 
have a resource that they can easily utilize when programming their weekly music. Hand-written 
music and hard-to-find copies of old music defeat this purpose. One other note on practical focus 
and limitation: because the author is a music director for a main-line Presbyterian church, the 
sections on “Liturgical Function” tend to suggest uses in this style of traditional worship service. 
Music directors in other denominations may find different uses for this music that more precisely 
serve their needs. 
 The included appendices catalog several key areas and are the most practical outcome of 
this study for church music directors. Appendix A catalogs and lists all the included Lenten 
music pieces for the Revised Common Lectionary readings. It includes: 
 
4 See Frances Allitsen, Appendix A, Second Sunday in Lent Year C, Solo Literature. 
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The day for each RCL reading, organized by Years A, B, and C.  
1 Under the Years A, B, and C, each reading is listed in Biblical format (ex. John 
3:16-17). 
2 For each reading, there is a listing of appropriate music by women composers, 
categorized as either Choral Literature or Solo Literature.  
3 Each listed Choral piece includes the voicing (ex: SATB), instruments required 
(ex: organ, piano, flute, a cappella), year published, publisher and identifying 
numbers, and a subjective designator: E, ME, M, MD, or D (Easy, Moderately 
Easy, Moderate, Moderately Difficult, Difficult).  
4 Each listed Solo piece contains similar information as appropriate. 
 
The other appendices include general selections for Lent, both solo and choral pieces, as well as 
alphabetized listings of included composers and titles of the works in the study.  
The prose of this writing examines selected pieces by six of these women composers. 
Exploration of each work includes the text and its meaning, liturgical function possibilities, 
musical components and realization, and performance or teaching challenges. A brief biography 
of the composer is also included. There are a great number of composers and pieces in this 
project; it was difficult to decide on a mere few to be featured and examined. In order to give the 
reader an understanding of the variety of this music, it was desirable to show the depth and 
breadth of musical styles, as well the diversity of the composers within the given parameters of 
the study. Also, because this project included a lecture recital, the final choice of composers and 
works was selected in order to have an informative and varied performance featuring these 
pieces and the stories of their creators. Some of the considerations for inclusion were: an equal 
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balance of choral and solo works, both a cappella and accompanied pieces, a variety of moods 
and tempi, both RCL texts and General Lenten texts, and a variety of difficulty levels. 
Additionally, diversity of the composers was important in the selection. A few of these 
considerations included: living and deceased composers, racially diverse composers, and 
composers from different countries.  
 
1.4 SAMPLE REVIEW OF SIMILAR AND RELATED LITERATURE 
 
 There are several guides in publication to assist music directors in selecting appropriate 
liturgical music, however none of these have a primary focus on women composers. Each 
denomination has their own publications to assist directors in music selections. For example, 
Abingdon Press produces their guide each year for Protestant churches, Prepare! An Ecumenical 
Music and Worship Planner.5 This guide is updated each year, even though the RCL repeats 
itself every three years, thus allowing the publisher to constantly feature new music. However, 
these publications are not comprehensive. Rather, they tend to focus on a very select number of 
pieces and composers that the denomination and/or publisher wish to promote.  
One of the most directly applicable sources to this topic is Liturgical Music for the 
Revised Common Lectionary, Years A, B, and C by Carl P. Daw and Thomas Pavlechko.6 It is a 
three-volume guide that includes lectionary suggestions for hymns, choral, handbell, and vocal 
solo music for each Sunday and special seasonal days throughout the three liturgical years. It 
also includes five possible suggestions for the placement of hymns within the service: Entrance, 
 
5 David L. Bone and Mary J. Scifres, Prepare! An Ecumenical Music and Worship Planner 2019 – 2020, NRSV 
Edition, (Nashville, TN: Abingdon Press, 2019). 
6 Carl. P. Daw and Thomas Pavlechko, Liturgical music for the Revised Common Lectionary Years A, B, and C, 
(New York: Church Publishing, Inc., 2007-09). 
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Sequence, Offertory, Communion, and Post-Communion. It is organized in a two-page grid 
format for each worship day, with the chapter and verse of each lectionary Scripture reading, and 
the suggested music for each Scripture in each of the preceding categories. It is an easy-to-read 
format. Due to this thoroughness throughout all three liturgical years, it is an excellent resource, 
especially for beginning church musicians who lack experience coordinating music for 
traditional worship services that follow the lectionary. It uses primarily English, Latin, and 
German languages. However, because it relies solely on a handful of resources, it is by no means 
a comprehensive view of the possible literature in any of these areas.7 And there is no effort 
made to include women composers. Additionally, because the main author serves in an 
Episcopal church, this reference text is somewhat skewed toward this denomination.  
Arthur Wenk’s Musical Resources for the Revised Common Lectionary is another similar 
source for church music directors.8 It is a thorough, well-organized compilation of music 
suggestions for the RCL Years A, B, and C. However, he focuses the majority of his attention on 
organ and hymn selections; many of these choices are by Bach and other Baroque composers. He 
provides typically two or three choral suggestions for each week, but no soloist suggestions. 
Additionally, the book was published in 1994, making this source somewhat dated at the time of 
this project. Section four is the most directly applicable section, listing both a Scriptural and 
seasonal index of the anthems cited. Between these two indices, he cites approximately 1,200 
choral anthems; the vast majority of these are also from the Baroque period and include no 
women composers. Both of these limitations fall outside the parameters of this study. 
 
7 Primarily James Laster’s choral and solo catalogs and Ron Jeffers’s annotation books. 




A great quantity of applicable choral music is found in the previously mentioned James 
Laster’s Catalogue of Choral Music arranged in Biblical Order.9 This is the second edition, 
published in 1996. It includes all the material from the original 1983 edition, and adds new 
pieces from publishers that were sent to the compiler upon his written request. Further, there 
exists a forty-page supplement to the second edition that was published in 2002.10 The second 
edition has over 700 pages of sacred choral anthems in the order of the books, chapters, and 
verses of the Bible, listed under the general headings of the Old Testament, the Apocrypha, and 
the New Testament. In combination with the 2002 supplement, it is a very thorough resource, 
including each composer, title, choral voicing, accompaniment required, publisher, year of 
publication, and publisher’s catalog number.  
A similar source, also originally by Laster, is the second edition of the Catalogue of 
Vocal Solos and Duets Arranged in Biblical Order by James H. Laster and Diana Reed 
Strommen.11 As the title indicates, the book lists solos and duets in the order of the books of the 
Bible, from Genesis through Revelation. It includes both Old and New Testaments as well as the 
Apocrypha. It is comprehensive, and includes 145 pages of song literature that contain 
approximately 3,500 solos and duets. Each entry includes the song’s title, composer and/or 
arranger, voice type and range, and publisher with most recent date of publication. There are also 
appendices that organize the songs alphabetically by composer, and alphabetically by title. The 
last appendix lists approximately 300 song collection books. This second edition is the result of 
Diana Strommen obtaining permission in 1993 to use James Laster’s original 1984 edition as the 
 
9 James H. Laster, Catalogue of Choral Music Arranged in Biblical Order.  
10 James H. Laster, Catalogue of Choral Music Arranged in Biblical Order, Supplement, (Lanham, MD: Scarecrow 
Press, 2002).  
11 James H. Laster and Diana Reed Strommen, Catalogue of Vocal Solos and Duets Arranged in Biblical Order, 2nd 
ed, (Metuchen, NJ & London: Scarecrow Press, 2003). 
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basis for her master’s thesis. She wanted to correct errors in the original version and to include 
titles published since 1984. She completed her thesis work in 1995, and the results were finally 
published in 2003 as this second edition of Laster’s original work. While this book is a thorough, 
credible, and reliable resource, it is now somewhat dated, having no works published between 
1994 and the present year of 2020.  
Peter Bower’s Handbook for the Revised Common Lectionary is a particularly valuable 
resource for the RCL.12 The introduction by Horace T. Allen, Jr. provides considerable 
information on the history and evolution of the Revised Common Lectionary and the various 
church denominations around the world that use the RCL. The content has a decidedly 
Presbyterian focus, as the contributors are all Presbyterian ministers and church musicians, and 
the hymnals cited are Presbyterian hymnals. Like the other resources previously reviewed, this 
guidebook was published in 1996 and is now outdated. It lists the four to five RCL readings for 
each Sunday and includes a quick synopsis of each reading. It lists only one or two choral 
anthem suggestions per week and only rarely provides a suggested vocal solo.  
Finally, another appropriate catalog is Ellingboe’s Choral Literature for Sundays and 
Seasons.13 It contains mostly choral pieces, although a few vocal solos are also present 
throughout the book. It is organized by liturgical seasons, beginning with Advent and 
chronologically proceeding through the RCL calendar. It has the most directly applicable lists of 
RCL choral repertoire, providing 10-12 choral pieces for each Sunday and holiday of Years A, 
B, and C. The criteria for which pieces were included is listed in the preface. The editor mentions 
 
12 Peter C. Bower, ed., Handbook for the Revised Common Lectionary, (Louisville, KY: Westminster John Knox 
Press, 1996). 





that subjective choices were made, such as including works by “acknowledged masters,” “minor 
masters or pre-Baroque composers,” and “great twentieth-century chorus masters.” While these 
choices are subjective, this resource does include a great number of pieces, over 1500 titles, 
including a wide variety of English and Latin choral pieces. Additionally, some effort was made 
to include several women composers. 
 
1.5 PROCEDURE IN COLLECTING DATA 
 
While there is no known compilation of sacred music by women composers for the RCL, 
there are sources that include subsets of this information. Three of the sources in the previous 
section include women composers as well as Biblical origin references for the texts: the Laster 
choral collections, the Laster/Reed solo compilation, and the Ellingboe book. These three 
sources were meticulously examined to uncover those relevant pieces by women. Then, several 
other sources were examined to find additional women composers. Mary McVicker’s book on 
women composers was researched to uncover those composers from English-speaking countries 
that also wrote choral and/or solo music on sacred texts.14 Evelyn White’s compilation of 
African-American choral composers includes many women composers, several of whom have 
composed sacred choral music.15 Dissertations and theses on women composers were also 
examined. Suggestions of women composers by professors and colleagues were also researched. 
Additionally, commercial music publisher websites were perused for sacred music by women 
 
14 Mary F. McVicker, Women Composers of Classical Music: 369 Biographies from 1550 into the Twentieth 
Century, (New York: McFarland, 2011). 
15 Evelyn Davidson White, Choral Music By African-American Composers, 2nd ed., (Lanham, MD & London: 
Scarecrow Press, 1996). 
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composers.16 As each of these women composers was discovered, her works were researched 
online on various sites, most notably: IMSLP, CPDL, Google, and WorldCat, in order to 
determine which compositions are relevant to this study and are still available. Those pieces not 
readily available through a publisher were ordered through WorldCat and obtained, if possible, 
via Interlibrary Loan. Every effort was made to obtain either a physical or a scanned copy of 
each piece included in the final compilation. 
The nature of this research is that it is perpetually ongoing. As new pieces by women are 
written and more women composers are discovered, the catalog will inevitably grow. One of the 
challenges in music publishing today is that many living composers maintain their own websites 
of self-published music. Therefore, one most know about these composers in order to discover 
their music; these composers, when known and when their music fit the study parameters, were 
included. To properly document this ever-growing body of music, research must be updated at 
regular intervals. The search goes on! 
  
 




CHAPTER 2: EMMA LOU DIEMER 
2.1 BIOGRAPHY 
Dr. Emma Lou Diemer (b. 1927) is a prolific composer of many genres of music, 
including: choral, solo, organ, orchestra, and small instrumental ensemble works. Her 
contributions to American church music for both professional and amateur performers are 
significant. She studied composition at Yale University, earning both a Bachelor of Music in 
1949 and a Master of Music in 1950. Additionally, she was a Fulbright Scholar and also 
completed a Ph.D from the Eastman School of Music in 1960.17 
 The first of many awards Diemer received for her compositions was for her setting of the 
Twenty-Third Psalm (1943) from her teenage years. This duet for soprano and tenor was 
originally set for the composer’s sister Dorothy and her brother John, and indeed was first 
performed by these siblings in church. Dorothy reflects that “they had written to George [John’s 
twin brother in WWII], then in the Pacific, about the composition – and the award – but he never 
heard the music performed.” Her sister also noted that “after George, Jr.’s death, the setting of 
the Psalm was even more meaningful to Emma Lou.”18 
 In addition to her composing, Diemer also enjoyed long careers as an organist and a 
professor for many organizations, most notably: the University of Maryland, the Reformation 
Lutheran Church in Washington, D.C., and the University of California, Santa Barbara. Diemer 
remained in California for the past few decades, and became a Professor Emeritus at UCSB after 
her retirement in 1991. She continues to reside in Santa Barbara. 
 
17 Emma Lou Diemer, Biography, https://www.emmaloudiemermusic.com/page/page/6385944.htm, accessed 
January 31, 2020. 
18 Ellen Grolman Schlegel, Emma Lou Diemer: A Bio-Bibliography, (Westport, CT: Greenwood Press, 2001), 6. 
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While her church music is usually tonally conservative, she did write some experimental 
pieces with electronic tape accompaniment during the 1980s. One example is “God Is Love” for 
SSAATBB and Electronic Tape, published in 1982. The “tape part [was] created on a Prophet 5 
Synthesizer and an Apple Computer with an Alpha Syntauri Keyboard.”19 A sample of this piece 
is observed on the next page in Diemer FIGURE 1. 
  
 









2.2 PSALM 121 
 
 Unlike God Is Love, Psalm 121 is representative of Diemer’s tonal, conservative style. It 
is for soprano or tenor and organ, and was written in 1956. This was a difficult year for the 
family; all the siblings had returned to their hometown of Kansas City when Diemer’s ailing 
father, George Sr., finally succumbed to cancer in August. At this time, Diemer was working 
part-time at a number of area organizations: Kansas City Conservatory, Park College, William 
Jewell College, and as organist at Central Presbyterian Church, for which she wrote this solo as 
well as several other pieces for their choir.20 Perhaps the text of this psalm was a comfort to the 




1 I lift up my eyes to the hills, 
From whence does my help come? 
2 My help comes from the Lord, 
Who made heaven and earth. 
3 He will not let your foot be moved, 
He who keeps you will not slumber. 
4 Behold, he who keeps Israel will 
Neither slumber nor sleep. 
5 The Lord is your keeper; 
The Lord is your shade on your right hand. 
6 The sun shall not smite you by day, 
Nor the moon by night. 
 
20 Ibid, 10. 
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7 The Lord will keep you from all evil; 
He will keep your life. 
8 The Lord will keep your going out and your coming in 
From this time forth and for evermore. 
    -Psalm 121, RSV Bible 
 
2.4 TEXTUAL SUMMARY 
 
 The 121st Psalm is a poem about ultimate trust. It reminds believers that the Lord guides 
and protects every aspect of their lives. The question in verse one, “From whence does my help 
come?” is answered immediately in verse two, “My help comes from the Lord.” The rest of the 
poem quantifies this answer, providing specific examples of how the Lord’s help is 
accomplished in the believer’s life.  
 
2.5 LITURGICAL FUNCTION 
 
 Diemer’s setting of this psalm has several possible uses in the worship service. The most 
powerful use would be as a musical offering immediately after the psalm is read in the service, 
thus reiterating the spoken message of the psalmist. Other possibilities for liturgical use would 
include: responses to a sermon on this text, responses to a topical sermon on trust or faith, or as a 




2.6 MUSICAL COMPONENTS 
 
 Key:   G minor and G major 
 Meter:   3/4 
 Tempo:  marked 100 to the quarter note; feel Andante in 1 
 Voice type:  solo high voice soprano (or tenor) 
Range:   D4 – G#5 
 Tessitura:  G4 – C#5 
 Accompaniment: organ (piano) 
Duration:  4 min. 
 Difficulty level: Moderately Easy  
 Mood:   calm, assuring 
 
2.7 MUSICAL REALIZATION 
 
 The simplicity of the text setting allows the message to be clearly understood. The calm 
mood, the even, moderate tempo, and the often-syllabic setting of the text all musically 
illuminate the message of the psalmist.  
 The work is in ABA’ form. The key largely oscillates between G major and g minor, and 
the composer uses this key shifting as effective text painting. The beginning and ending vocal 
lines provide a good example of this text painting. The phrase “My help comes from the Lord” is 
stated originally in the minor mode, as indicated by the presence of Bb in the melody (see 
Diemer FIGURE 2). This same phrase is restated in the major mode at the end of the work at the 
return of the A section, shown this time with B natural (see Diemer FIGURE 3). The composer is 
musically depicting an acceptance of the psalmist’s message; the restatement in the major mode 
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is a declaration of assurance, belief, and trust, whereas the initial statement in the minor mode 
articulates questioning and doubt of the statement “my help comes from the Lord.” 
 
Diemer FIGURE 2. Psalm 121, mm. 11-14 
    





The extended B section also exemplifies creative text painting. The composer develops 
the motivic material of the vocal line presented in the A section (as seen in Diemer FIGURE 4), 
travels through several key centers, and uses this material to portray the mood and meaning of 
the text. One example of this writing is observed in measures 40-57. This area expresses lines 4 
and 5 of the text, beginning with the word “sleep.” Starting in measure 40, “sleep” is on a 
sustained C#5 as it decrescendos over three measures in the voice. After a brief, calming 
interlude, the piano remains on C#4 as an ostinato one octave below the voice during line 5 of 
this pianissimo section. The composer musically paints this C# “sleep” throughout this quiet and 
dream-like state, far away from the home key of G (see Diemer FIGURE 5). 
 





Diemer FIGURE 5. Psalm 121, mm. 46-55 
 
 
2.8 PERFORMANCE CHALLENGES 
 
This is a relatively easy song to perform and is appropriate for an accomplished amateur 
singer. The most challenging parts of the vocal line are the chromatic leaps that cross the lower 
passaggio, an example is observed in Diemer FIGURE 4. However, because the melody is 
essentially doubled throughout the piece by the keyboard, the tuning of these intervals is greatly 
eased for the singer. Another challenge for the singer is the syllabic writing, which heightens the 
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need to phrase horizontally in order to create a smooth declamation of the text. The vocalist 
should aim for legato lines that gently emphasize the accents of the sentences. 
The accompaniment also has its challenges in creating smooth musical phrases. Pianists 
must account for the low organ pedal in addition to the many chromatic shifts in the written 
harmonies. It is, of course, easier to play on organ as originally intended. However, there are still 
nebulous chord progressions and large ranges to cover in the fingerings, often requiring the 
pianist to read and play both the treble and bass clef in the right hand, in order to play the pedal 
tones with the left hand. An example of one of these awkward phrases is also observed in Diemer 
FIGURE 4; it shows these angular intervals for both the singer and pianist. Care must be taken to 
avoid disjointed, syllabic phrasing of the quarter-note beats.  
Diemer is a renowned composer of sacred vocal music and has several choral and solo 
Lenten pieces listed in the appendices of this study. Additionally, she has composed many more 
sacred compositions for other church seasons. She continues to be an active speaker and 





CHAPTER 3: ARLETTA O’HEARN 
3.1 BIOGRAPHY 
 
O’Hearn’s creative journey has been one filled with study, discovery, and an openminded 
embrace of many styles of music. Her solid classical training combined with real-world 
jazz playing experience has resulted in well-crafted, pedagogically sound compositions 
that are doorways through which classical piano students can enter the world of jazz.21 
 
Arletta O’Hearn (b. ca. 1928) is a true example of the American gigging musician, 
working her way through life by playing piano and acquiring new music skills as needed: 
accompanist, teacher, composer, arranger, singer/pianist/entertainer, and church organist. She 
was born Arletta Wendel in the tiny town of Cresco, Iowa and grew up on a small farm. When 
she was sixteen, her family relocated to Eugene, Oregon. She had been studying piano for a few 
years when she began private lessons with Aurora Underwood, a professor at the University of 
Oregon. O’Hearn reminisces about those days with her former teacher: 
 
Aurora was wonderful. She knew immediately what I needed: corrective surgery. She 
immediately corrected my technique. She was a wonderful teacher and she had such a 
strong emphasis on technique. She insisted on good technique and she developed it. She 
whipped me into shape. She had faith in me. When you were in a lesson with her, she 
made you feel you were all she was thinking about.22 
 
 
Underwood recommended that O’Hearn enter the University of Portland; the school was 
actively recruiting young women musicians in the years following WWII. She worked her way 
 
21 Rhonda Ringering, “Composing a Life: An Interview with Composer, Teacher, and Jazz Pianist Arletta O’Hearn, 
NCTM,” Oregon Musician, issue 6, Aug 2013, https://oregonmta.org/wp-content/uploads/OR-Musician-
Aug2013.pdf, accessed February 19, 2020, 22. 
22 Ibid, 18. 
23 
 
through college, taking clerical jobs on campus and also accompanying students in the music 
department. This was her first opportunity to collaborate with strings and other melody 
instruments, as well as solo voice and choral ensembles. Despite her extra workload, she 
graduated on time in four years with a Bachelor of Music degree.  
Soon after graduation, she and her husband Pat O’Hearn, a saxophonist and actor whom 
she met in school, joined a touring theater company based out of Montana. He was the male lead 
and she was the accompanist. O’Hearn recalls those months following her graduation: 
 
When we got to Phoenix to do our winter stock, the wife of the director fell in love with 
one of the actors. The director was so upset, he went back to Montana and the theater 
program folded. We were trying to figure out what to do next. We went to the next big 
city: Los Angeles. I got a job as a typist. The boys sold several pints of blood for money 
for groceries until they got jobs!23 
 
 
O’Hearn and her husband spent ten years in Los Angeles playing music and working day 
jobs. She began writing lead sheets and started playing and improvising in jazz trios. In order to 
take solo gigs, she also learned how to sing and accompany herself. These many experiences all 
led to her eclectic style of composition. 
 The couple eventually moved back to Portland with two kids in tow, Patrick and Teresa, 
and their third child Robert was born soon after their arrival in the Pacific Northwest. It was at 
this time that O’Hearn tried her hand at composition. Her works all have jazz characteristics, and 
over a dozen of her pieces, both for choir and solo piano, are still in print. She has remained in 
Portland for the past few decades and is best known as a piano teacher and arranger of easy jazz 
Christmas collection books, all of which are commercially available. 
 
23 Ibid, 19. 
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3.2 PSALM 27 – TRUST IN GOD 
 
In addition to her other musical skills, O’Hearn is also an organist. Psalm 27 – Trust in 
God was published in the year 2000, and was written for the choir at St. Pius Catholic Church in 




The text of O’Hearn’s piece is not an exact quote of the Psalm, but several lines are 
paraphrased as can be seen in this comparison to the Biblical text on the next page: 
  
 







O’Hearn’s text paraphrasing  
Psalm 27, verses 4, 5, 8, 9, and 14. 
 
4  Only one thing I ask of the Lord 
Only one thing I seek, 
To dwell in the house of the Lord 
All the days of my life. 
To gaze on God’s face,  
See the light of God’s grace, 
To know He will answer my prayer. 
5  My heart knows no fear  
For the Lord will be near, 
I trust in His love and His care. 
 
8-9  Lord come, says my heart, 
Show me Your way 





14   I wait for the Lord,  
I will live in His love, 
For God is my light and my joy. 
Psalm 27, NIV Bible text 
 
 
4 One thing I ask from the Lord, 
 This only do I seek: 
 That I may dwell in the house of the Lord 
All the days of my life, 
To gaze on the beauty of the Lord 
 And to seek him in his temple. 
 
5 For in the day of trouble 
He will keep me safe in his dwelling; 
He will hide me in the shelter of his 
sacred tent and set me high upon a rock. 
8 My heart says of you, “Seek his face!” 
Your face, Lord, I will seek. 
9 Do not hide your face from me, 
Do not turn your servant away in anger; 
You have been my helper. 
Do not reject me or forsake me, 
God my Savior. 
14 Wait for the Lord;  
Be strong and take heart  





3.4 TEXTUAL SUMMARY 
 
 This portion of the 27th Psalm is about the believer’s desire for God’s love, trust, and 
care. It reminds him/her that the path to true happiness is to always seek God and to live within 
God’s laws. However, it is usually the first verse of this psalm that is set by composers:  
“The Lord is my light and my salvation –  
whom shall I fear? 
The Lord is the stronghold of my life –  
  of whom shall I be afraid?” 
 
There are several settings by women composers of this first verse of this psalm, both 
choral and solo, listed in the RCL for the second Sunday in Lent, Year C. These settings are 
often titled The Lord Is My Light.25 
 
3.5 LITURGICAL FUNCTION 
 
 O’Hearn’s setting has several possible uses in the worship service. An excellent 
opportunity is as a musical offering immediately after the entire psalm is read in the service. 
Other possibilities for liturgical use include: as a response to a sermon on this text, a response to 








3.6 MUSICAL COMPONENTS 
 
 Key:   C major, modulating to Db major for final phrases. 
 Meter:   4/4 
 Tempo:  marked 58 to the quarter note; feel in slow 4 
 Voicing:  SATB 
Ranges:  S: E4-Eb5, A: B3-A4, T: E3-E4, B: A2-Bb3 
 Accompaniment: piano 
 Duration:  3 min. 
Difficulty level: Moderately Easy 
 Mood:   calm, assuring 
 
3.7 MUSICAL REALIZATION 
 
This choral work is a highly structured alternating ABA form, yet it evokes a relaxed jazz 
mood due to the composer’s use of chains of 7th, 9th, 11th, and 13th chords (see O’Hearn 
FIGURES 1a and 1b). These opening measures are the first statement of section A, and this 
music is repeated several times throughout the piece. The andante pace and the often-syllabic 
setting of the text also contribute to the relaxed mood as well as provide understanding and 
clarity of the words. This jazz-style composition is a unique alternative to the traditional four-














The B section of the work also contains these chains of added-tone chords, and may be 
sung a cappella. The composer continues to employ seventh chords, but uses the more distantly 
related elevenths and thirteenths very sparingly in this section (see O’Hearn, FIGURES 2a and 
2b). Utilizing these closer chord tones helps the singers approach and sustain the pitches of each 
chord. She also takes great care to keep the voice leading as stepwise as possible, and the range 
of each part is only about a fifth. This astute part-writing makes learning the piece easier for the 









O’Hearn FIGURE 2b. Psalm 27 – Trust In God, Section B, mm. 25-26 
 
 
3.8 PERFORMANCE AND TEACHING CHALLENGES 
 
 Despite its repetitive nature, these jazz harmonic progressions are difficult for the choir to 
grasp upon its first reading. A structured approach to teaching the choir is important for the 
singers’ acceptance and success of the work. Once the vocalists realize that there are only sixteen 
bars of music to learn, the perceived difficulty of tackling this piece is greatly simplified. The 
precise structure is AABABA, and both sections and are demonstrated in the previous figures 
(see O’Hearn FIGURES 1 and 2). Once the first A section is learned, the director can show the 
singers where this section repeats, and then have them sing all the A sections. The music and the 
words are the same, although the final expression of the A section is transposed up one half-step. 
The two B sections are marked as Verse 1 and Verse 2 (see O’Hearn FIGURES 2a and 2b). As 
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before, once the choir learns Verse 1, the director can have them sing Verse 2. Note that the 
choir may sing both the B sections a cappella. Verse 1 is already marked as “piano optional,” 
and Verse 2 may also be sung this way, although it is not marked as such. It is a good challenge 
for amateur choirs that can maintain pitch adequately for a cappella singing, and the unusual 
harmonies are an excellent ear-training exercise for choirs that are up to the task. Additionally, 
care should be taken to sing four-bar phrases and follow the natural speech pattern of the text; 
the syllabic setting can become plodding otherwise.  
Like so many of O’Hearn’s piano arrangements for beginning-intermediate jazz piano 
students, the accompaniment is structured and repetitive; this repetition can be observed in the 
previous O’Hearn FIGURES 1 and 2. This limited amount of music for the keyboardist to learn 
makes the piece an appropriate choice for the amateur pianist as well as the amateur singer. 
Music directors with scant rehearsal time can prepare this Moderately Easy piece quickly. 
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Jane M. Marshall (1924 – 2019) was an accomplished musician, composer, and professor 
in many genres of music. She was born Jane Anne Manton in Dallas, Texas, and wed her high-
school sweetheart, Elbert Marshall. They were married seventy-three years and raised three 
children. 
Marshall had a long-standing affiliation with Southern Methodist University (SMU), 
earning both a Bachelor of Music degree in 1945 and a Master of Music degree in composition 
and choral conducting in 1968. She also joined the faculty at SMU in the late 1960s and 
remained there until her retirement in 1986, teaching a variety of subjects at several of the 
colleges at the university. Marshall actively continued her musical pursuits in retirement as a 
composer, speaker, and clinician until her death in her hometown of Dallas in 2019. She was 94 
years old.26  
Jane Marshall was a complete church musician. After serving in the music ministry of 
Highland Park United Methodist Church, she was called to Northaven United Methodist 
Church as its first professional music director and occasional organist in 1958, a 
congregation in which she held her membership for over sixty years. She was a much-
published composer of choral music, a skilled choral conductor and clinician, and a gifted 
hymn writer of both texts and tunes. Important as any of these accomplishments, she gave 
herself to pedagogy and mentorship both in the classroom setting with graduate students, 
in myriad workshop settings with novices in the field, and with individual consultations. 
This was most evident in her leadership of the Perkins Church Music Summer School, a 
certification program for church musicians, from 1975-2010.27  
  
 
26 Timothy S. G. Binkley, “Jane M. Marshall Papers, 1952 – 2012,” Southern Methodist University, 
https://legacy.lib.utexas.edu/taro/smu/00293/smu-00293.html, accessed January 31, 2020. 
27 C. Michael Hawn, “Remembering Jane Marshall,” The Hymn Society, https://thehymnsociety.org/remembering-
jane-marshall/, accessed February 20, 2020. 
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4.2 MY ETERNAL KING 
 
Marshall published over 200 anthems, hymns, and other church music. Unlike the other 
featured composers in this study who composed across all genres of music, sacred and secular, 
large and small forces, Marshall concentrated solely on church music. Her most famous work 
was actually her first published anthem from 1954: My Eternal King, for SATB choir and organ. 
She wrote it when she was a volunteer alto in the choir at Highland Park United Methodist 
Church. Marshall conducted the choir for the anthem’s debut in 1952. It was published two years 





For this first foray into choral composition, Marshall wanted to write music for a text she 
loved: the Rev. Edward Caswall’s English translation of an anonymous Latin poem from the 
17th century. It is particularly suitable for Lent because it references the story of Christ’s 
crucifixion.  
 
1 My God, I love Thee. 
2 Not because I hope for heav’n thereby, 
3 Nor yet because who love Thee not must die eternally. 
4 Thou, O my Jesus, Thou didst me Upon the cross embrace, 
5 For me didst bear the nails, and spear, and manifold disgrace. 
6 Why, then why O blessed Jesus Christ should I not love Thee well? 
 
28 Sam Hodges, Dallas United Methodist News, May 30, 2019. https://www.umnews.org/en/news/jane-marshall-
revered-composer-dies-at-94, accessed February 20, 2020. 
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7 Not for the hope of winning heav’n, 
8 Or of escaping hell; 
9 Not with the hope of gaining aught, not seeking a reward; 
10 But as Thyself hast loved me, O ever-loving Lord! 
11 E’en so I love Thee, and will love, 
12 And in Thy praise will sing; 
13 Solely because Thou art my God, 
14 And my Eternal King. 
 
4.4 TEXTUAL SUMMARY 
 
 The poet asks the question several times, why should I love Jesus? Why should I love 
God? The text tells the story of Christ’s sacrifices, and the poet ponders if he should love God in 
reciprocity, in order to obtain the reward of heaven or to escape hell in the afterlife. And the 
answer for the believer is that because God has loved him/her first, the poet’s love for God is a 
natural expression; it is God’s love for him/her internalized and reflected back to God. For the 
believer, it is an unconditional love. It is simply the right thing to do. 
It is clear that the composer connected with this text and indeed linked her music and its 
message directly to her personal faith: 
Marshall, in an essay titled “The Passionate Church Musician,” directly addressed the 
place of music in the Christian life. “Much is said, and rightly so, about necessary faith in 
God — a given we all accept,” she wrote. “What can be added is that music itself, when 
it is the real thing and not a cheap imitation, is worth having faith in, too. It is no 
exaggeration to say that music, a large mystery within the larger mystery of the Deity 
itself, is always there to heal and inspire when everything else on earth falls short.”29 
  
 
29 Ibid.  
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4.5 LITURGICAL FUNCTION 
 
 Marshall’s choral setting of this poem has several possible uses in the worship service. It 
is a dramatic setting that tells the story of Christ’s crucifixion; therefore, it is appropriate at any 
time during Lent. Because the over-arching message is about unconditional love, this piece is 
also appropriate for the Christian calendar almost any time of the year. Some examples include: 
Christ the King Sunday, Pentecost, or ordinary time. Specific placing within the worship service 
could be as a response to a topical sermon on love, as an offertory, or as a response to any 
number of Scripture readings or psalms on the believer’s love for God. Additionally, section C, 
the last few phrases comprising lines 11-14, can be effectively performed as a choral introit.30  
 
4.6 MUSICAL COMPONENTS 
 
 Key:   Db major 
 Meter:   varies: predominantly cut time, 3/2, 4/4 
 Tempo:  varies from slow to moderate 
 Voicing:  SATB choir, splitting into 8 parts at final phrase 
Ranges:  S: C4-Ab5, A: G3-Db5, T: Db3-F4, B: Db2-Db4 
 Accompaniment: organ (piano) 
 Duration:  5 min. 
 Difficulty level: Moderate 
 Mood:   several: introspective, dramatic, uplifting 
  
 
30 An introit is a short, fanfare-like piece performed by the choir at the beginning of the worship service. 
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4.7 MUSICAL REALIZATION 
 
 Marshall sets this text in a consummate blend of musicality and emotion. The form is 
ABAB’C. The choir begins the A section after the organ introduction with the statement, “My 
God, I love Thee.” Then the organ musically ponders that statement for several measures (See 
Marshall FIGURES 1a and 1b). This pondering is represented in the organ by wandering 
chromatic chord progressions and a meter change to 3/2 time.  
 





Marshall FIGURE 1b. My Eternal King, mm. 21-25 
 
 
The A section concludes with the choir statement “must die eternally,” in a perfect 
authentic cadence in the mediant key of f minor. This sudden pivot to a minor key immediately 
prior to the cadence is musically indicative of the poet’s sorrow at the thought of eternal death. 
As before, the organ ponders the previous choral statement, wandering through another 
chromatic chord progression before cadencing again in f minor. The organ helps the singers 
begin the B section by playing the basses’ first note three times prior to the singers’ entrance (see 









 The other voices enter imitatively after the basses’ make their entrance into the B section. 
This section finishes in a subtle yet powerful example of text painting. The basses sing repeated 
quarter notes on a single pitch, imitating the hammer nailing Jesus to the cross; the upper three 
voices float above this bass figure in sotto voce half notes. This B section cadences in the new 
key of c minor with the words “and manifold disgrace.” The composer has meaningfully ended 
this section of Jesus’s death one half-step below the original key of Db, a musical indication for 
believers that the story is not yet finished, Christ’s resurrection is yet to come (see Marshall 
FIGURES 3a and 3b). 
 










The organ takes the listener through another chromatic, contemplative interlude, and the 
choir enters with the restatement of the A section, followed by the B’ section. This music 
expresses lines 6 through 10 of the poem. The composer concludes the B’ section with a perfect 
authentic cadence in eb minor; this new key is yet another indication of text painting. Because 
the text is somewhat hopeful, this hope is reflected in the key center; it is one step up from the 
original key of Db major. 
 Section C returns to the home key of Db major. All of the intervening keys have been 
minor keys, musically portraying the dark portions of the story. As the poem expresses the love 
of God “solely because Thou art my God and my Eternal King,” the music is bright, triumphant, 









4.8 PERFORMANCE CHALLENGES 
 The performance challenges in this piece make it an excellent choice for an accomplished 
amateur church choir, and the changes in meter and tempo require a strong conductor and an 
attentive organist. Several basic vocal techniques must be constantly observed. The choir often 
shifts from enjoying a full, supportive accompaniment to sudden pianissimo, sustained a 
cappella sections. These juxtapositions of dynamics, tempo, and accompaniment necessitate that 
the choir sings with excellent breath control in order to maintain ensemble pitch and balance 
among the vocal sections. The previous figures Marshall 1-4 illustrate these musical demands of 
the choir.  
 An additional challenge for singers is the range of the piece. Often, church music 
maintains a limited range for amateur singers and/or older singers. Marshall has scored this piece 
with a range of more than an octave in each voice; in fact, the bass part requires two octaves. The 
range demands of this piece also point to the need for good basic singing fundamentals. 
  However, the composer has also thoughtfully assisted the singers in several ways. The 
syllabic setting of the text and the slow tempo are both helpful attributes. The slower pace allows 
time for supportive breathing and placing the notes in the mask, and the simplified syllabic 
setting encourages proper enunciation of the text and matching vowels. The more difficult 
musical progressions are placed in the capable hands of the organist, which also helps to make 
this work accessible for the church singer. The combination of text and musical expression have 








Rebecca Clarke (1886 – 1979), professional violist and composer, was born in a suburb 
of London to her German mother Agnes and her American father Joseph Clarke. Her father was 
a lover of chamber music, but sadly was a cruel and abusive man, as well as an outspoken 
atheist. Her father’s domineering personality and interference in her studies proved extremely 
difficult for Clarke, but this adversity strengthened her character and forged her determination to 
follow music as her career path. 
When she was 16, Clarke enrolled at the Royal Academy of Music as a violinist in 1903, 
and then was later accepted at the Royal College of Music as a composition student in 1907. She 
was honored to be Charles Villiers Stanford’s first female composition student at RCM. She 
recalls getting the news that she would be studying with him: 
 
It was extremely stimulating to think of the well-known composers who had been there 
and passed through Stanford’s hands: Gustav Holst, Vaughan Williams, Frank Bridge, 
George Butterworth, and a host of others, all of whom I ultimately came to know. That I 
was the only woman he had accepted was a source of great pride to me...31 
 
It was Stanford that urged her to switch from violin to viola, claiming that as a composer, 
playing in the middle notes of stringed chamber music would allow her to more thoroughly hear 
and better understand the structure of musical works.32  
 




Unfortunately, both times due to her father’s interference, she was not able to complete 
her studies at either institution. He immediately withdrew her from RAM when her counterpoint 
teacher, Percy Hilder Miles, proposed marriage in 1905. A few years later at RCM in 1910, her 
father banished her from the family home after a heated argument. He also refused to support her 
financially, forcing her to withdraw from her studies.33 
Immediately following this fallout with her father, she secured a place in her first of 
many professional ensembles, the Norah Clench Quartet. Clarke actually made her living as a 
musician, a rarity for women in England in the early twentieth century. She was a professional 
violist from about 1912-1935. She played in orchestras and two professional chamber ensembles, 
toured throughout the United States and the British colonies, and worked as a recording musician 
with the British Broadcasting Company (BBC).34  
While Clarke was visiting her two brothers and their families in New York in the early 
1940s, the outbreak of WWII forced her to remain in the United States. She was denied a visa to 
return to England due to travel restrictions. She rekindled a romance with an old schoolmate 
from her RCM years, Scottish composer James Friskin. He had become a founding piano 
professor at Juilliard; the couple married in 1944.35 Despite her husband’s encouragement, 
Clarke’s playing as well as her compositional output dropped off considerably once she was 
married. It is believed that the difficulty of publishing completed works led to her 
discouragement of creating further compositions. Clarke remained in the United States for the 
rest of her life. She died at her home in New York in 1979 at the age of ninety-three.36  
 
33 Bryony Jones, New Historical Anthology of Music by Women, ed. James R. Briscoe (Bloomington, IN: Indiana 
University Press, 2004), 295.  
34 Liane Curtis, A Rebecca Clarke Reader, 21. 
35 Bryony Jones, New Historical Anthology of Music by Women, 295. 
36 Liane Curtis, A Rebecca Clarke Reader. 21. 
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Clarke’s more than 100 compositions were written mainly during the 1910s and 1920s, 
although very few of them were published. She concentrated her efforts on small forces: 
chamber music, songs, and choral pieces. She is best known as a composer for her Viola Sonata 
of 1919, and her Piano Trio of 1921. Both works were written as entries for the Elizabeth 
Sprague Coolidge annual chamber music festival competition in Massachusetts, and both pieces 
were second-place winners.37 
 
5.2 A PSALM OF DAVID, WHEN HE WAS IN THE WILDERNESS OF JUDAH 
 
In between composing the Viola Sonata and the Piano Trio, Clarke created this dramatic 




1 O God, thou art my God; early will I seek thee 
My soul thirsteth for thee, 
My flesh longeth for thee  
In a dry and thirsty land, where no water is; 
1 To see thy power and thy glory 
So as I have seen thee in the sanctuary. 
2 Because thy lovingkindness is better than life 
My lips shall praise thee. 
3 Thus will I praise thee while I live: 
I will lift up my hands in thy name. 
 
 




4 My soul shall be satisfied as with marrow and fatness; 
And my mouth shall praise thee with joyful lips: 
5 When I remember thee upon my bed, 
And meditate on thee in the night watches. 
6 Because thou hast been my help, 
Therefore in the shadow of thy wings will I rejoice. 
7 My soul followeth hard after thee: 
Thy right hand upholdeth me. 
8 But those that seek my soul to destroy it, 
Shall go into the lower parts of the earth. 
9 They shall fall by the sword: 
They shall be a portion for foxes. 
10 But the king shall rejoice in God; 
Every one that sweareth by him shall glory: 
But the mouth of them that speak lies shall be stopped. 
 
  -Psalm 63, KJV Bible 
 
5.4 TEXTUAL SUMMARY 
 
 The first eight lines of the poem are in ultimate praise of God. The psalmist, King David, 
is overjoyed at the mere thought of God; this happiness feeds him body and soul. God has helped 
him and continues to help him in every aspect of life, and he is eternally grateful. In line 9, 
however, David abruptly turns against his enemies, vowing to kill anyone who acts or even 
speaks against him. In line 11, the author refers to himself when he writes “the king shall rejoice 
in God”, and that all others that follow God will be glorified and looked on with favor. However, 
David vows death once again to his enemies in the last line: “But the mouth of them that speak 
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lies shall be stopped.” Clarke’s dramatic setting of these words takes full advantage of the 
sudden mood changes of this text. 
There is a misprint in line 10. Presumably it is an editorial mistake, though without a 
manuscript for comparison, this is unclear; perhaps the error was originally Clarke’s. The phrase 
“they shall be a portion for foxes” actually appears in the music as “they shall be a portion of 
foxes,” which in the given context is nonsensical. The death of King David’s enemies “by the 
sword,” and then declaring them to be a “portion for foxes” means that their bodies will be eaten 
by the foxes. A similar expression is observed in English when one is “thrown to the wolves.” 
And indeed, this same passage in the King James Version of the Bible is quoted verbatim, except 
that the “of” in question is actually a “for.”  
  
5.5 LITURGICAL FUNCTION 
 
 It is unfortunate that the severity of this text offers limited possibilities for performance 
of this expressive setting during the worship service. Of course, it would be an excellent musical 
offering immediately after the entire psalm is read in the service. This Scripture is very pointed 
in its threats of retribution against one’s enemies; this is not a message usually found during a 
Christian worship service. However, should the need arise for something with these darker 
themes, this song is a perfect choice. Often a composer will choose to set only a portion of the 
text when there is a negative message in some of the verses. For Psalm 63, many composers have 
set only the first eight lines, resulting in a wonderfully uplifting message.38 
  
 
38 See Appendix A, Third Sunday in Lent, Year C. 
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5.6 MUSICAL COMPONENTS 
 
 
 Key:   varies, ends in Bb 
 Meter:   varies, predominantly 3/4, 4/4, 2/4 
 Tempo:  varies, but often follows original marking of “rather slow” 
 Voice type:  medium, best for mezzo-soprano or high baritone 
Range:   Bb3 – F5 
 Tessitura:  F4 – D5 
 Accompaniment: piano 
Duration:  4 min. 
 Difficulty level: Difficult  
 Mood:   varies: stark, calm, triumphant, ominous 
 
 
5.7 MUSICAL REALIZATION  
 
Clarke’s musical style is eclectic and distinctive, regularly combining “French” harmonic 
characteristics inspired by the music of Debussy and Ravel with chromatic, octatonic, and 
modal writing. It is worth noting, too, that her music is always meticulously constructed, 
a testament both to the lessons she had with Stanford and to a great deal of natural 
talent.39 
 
All of the above characteristics are present in this complex art-song setting. Within this 
style, Clarke often repeats themes and motives in this well-crafted composition. For example, 
throughout this song, every time the text is in praise of God (verses 3, 4, 5, and the beginning of 
11), the music is in triple meter, and the piano has a repeated running sextuplet figure of open 
 
39 Bryony Jones. New Historical Anthology of Music by Women. 296. 
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fifths and octaves in the left hand. Clarke uses 3/4 time to musically represent the Trinity; indeed 
triple meter is used exclusively in this song when the text is referencing love or praise of God. 
Additionally, the running sextuplet passages in the piano represent God’s perfection. The 
sextuplet, or divided triplet figures, are a constant declamation of the Trinity, again, happening 
only when the text is in praise of God. And the intervals of the octave and perfect fifth in these 
divided triplets are also a representation of God’s perfection. These patterns are seen in earnest 
beginning in measure 19 on the word “praise” (see Clarke FIGURE 1), and continue again in bar 
25 (see Clarke FIGURE 2). The patterns recur at measure 53 (see Clarke FIGURE 3).  
 
 














The modal flavor of Clarke’s music is also observed in the vocal line of these examples. 
Most notably, she employs a harmonic minor-like pattern in the melody. There are repeated 
motivic uses of augmented seconds or minor thirds at the crests of the turns in the voice (see 
Clarke FIGURES 2 and 3). These augmented intervals give the vocal melody the impression of 




5.8 PERFORMANCE CHALLENGES 
 
 This is a very difficult twentieth-century art song; it is not for the amateur soloist or 
pianist. It is through-composed, there are constant changes of key centers, and there are also a 
variety of rhythms and chromatic melodic intervals. While the rhythms assist the singer in the 
dramatic presentation of the text, the syllabic setting can result in choppy phrasing. The 
challenge is to execute these rhythms and still maintain smooth declamation of the text. An 
example of this syllabic text setting occurs in measures 25-26 (see Clarke FIGURE 2).  
 Another challenge for the female singer is the tessitura. The melody constantly crosses 
and often sits in the lower passaggio for sopranos and mezzos. This low tessitura is especially 
noticeable in Clarke FIGURE 3.  
The accompaniment has its own challenges. The pianist has complex rhythms, extreme 
dynamics, and rapid chains of sequential octaves and octave grace notes. Many of these 
challenges occur in the piano line at the same time. “A common rhythmic feature of much of 
Clarkes chamber music…is the simultaneous appearance of duplets against triplets, or triplets 
against quadruplets.”40 Measures 22-26 show examples of this complex hemiola rhythmic 
texture, both within the piano part itself, and across the voice and piano lines as well (see again 
Clarke FIGURE 2). 
Additionally, the piano’s chromaticism can distract the singer, making accurate vocal 
pitch execution even more difficult. An example can be observed in Clarke FIGURE 1. The 
piano’s octave F#s and Ebs immediately before the singer’s entrance on F5 at measure 21 can 
make this F-natural difficult to anticipate, requiring considerable independence on the part of the 
 
40 Bryony Jones. New Historical Anthology of Music by Women. 297. 
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singer in order to ensure good intonation in this phrase. Fortunately, the singer can tune to the 
pianist’s low F2 on the entrance downbeat, but it does necessitate excellent audition and tonal 
memory skills for the singer to accurately approach this and other similar entrances. 
Clarke’s music is enjoying a resurgence in recent decades. This is due in large part to The 
Rebecca Clarke Society, an organization that celebrates her life and work.41 Although her sacred 
music may be prohibitively difficult for many church choirs and soloists, it is appropriate for 
events such as sacred church music festivals or similar conventions. University programs can 
also certainly benefit from studying Clarke’s compositions. 
  
 
41 The Rebecca Clarke Society, https://www.rebeccaclarke.org/, accessed April 2, 2020. 
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Violet Archer (1913 – 2000) was born Violetta Teresa Balestreri in Montreal, Canada to 
Italian immigrant parents. Because the family routinely spoke Italian at home and they lived in 
Montreal, she became fluent in Italian and French as well as English from her earliest 
childhood.42 Her parents loved Italian opera and encouraged her musical abilities through piano 
lessons. Although they were concerned about her ability to support herself as a professional 
musician, they allowed her to continue her music studies as a young adult at McGill University. 
The Great Depression hurt the family’s ability to contribute toward her education, so Archer 
helped fund her tuition by accompanying students in the voice studios on campus. She also 
accompanied the McGill Choral Society.43 She greatly enjoyed studying piano and composition 
at the university, and she also privately taught piano and studied organ. Archer earned a Bachelor 
of Music from McGill in 1936, and an Associate Diploma from the Royal Canadian College of 
Organists in 1938. About this same time, the entire family took the anglicized last name of 
Archer in 1940, and she chose to keep Balestreri as her middle name.44 Presumably, it was at this 
same time that she also anglicized her first name from Violetta to Violet. 
Archer created an opportunity for herself to take composition lessons with Béla Bartók in 
the summer of 1942. She had planned to meet Bartók at the Montreal Symphony Orchestra in 
1941, but he was denied entry into Canada as a complication of travel restrictions during WWII. 
 
42 Emma Banfield, “Violet Archer: A Canadian Woman in Composition,” (DMA document, Northwestern 
University, 2008), 5. 




After writing to the composer’s publisher, she was thrilled to receive an invitation from him to 
come to New York, and so she eagerly packed and quickly moved from Montreal to New York 
for that summer.45 A few years later, she completed two more degrees in composition at Yale 
University, a Bachelor of Music in 1948, and a Master of Music in 1949, having studied with the 
renowned Paul Hindemith at Yale.46 
After completing her education, Archer remained in the United States for several years. 
She took a post as resident composer at North Texas College From 1950 - 1953, followed by a 
professorship teaching composition at the University of Oklahoma from 1953 - 1961.47 She 
returned to Canada to become the department chair of music theory and composition at the 
University of Alberta from 1962 until her retirement in 1978. Her old alma mater, McGill 
University, awarded her an honorary Doctor of Music degree in 1971.48 She continued 
composing long after her retirement. Archer died in the year 2000 in Ottawa, Canada at the age 
of 86. 
She composed over 280 works in many genres, including: orchestra, chamber music, 
organ, piano, film, opera, as well as sacred and secular works for choir and for solo voice. She 
employed a variety of styles, but is mostly known as a neo-classicist. The Canadian Music 
Centre has an excellent selection of Archer’s works of all genres available online. 
  
 
45 Ibid, 9. 
46 Linda Bishop Hartig, “Violet Balestreri Archer,” Oxford Music Online, January 20, 2001, 
https://doiorg.ezproxy.library.unlv.edu/10.1093/gmo/9781561592630.article.01170, accessed February 
8, 2020. 
47 Jessica Elizabeth Helms, “A Compendium of Accessible Published Choral Works by Women Composers From 





Archer's music is on the one hand dissonantly contrapuntal yet on the other refreshingly 
folksy. Early modality gave way to a more chromatic style, with a period during the 
1950s in which the influence of Hindemith and Gebrauchsmusik [utility music for 
amateurs] is strongly evident. Her works are generally characterized by economical, 
almost lean, textures, skillful manipulation of form, and counterpoint. She has explored 




6.2 THE TWENTY-THIRD PSALM 
 
This solo setting was written in 1954 and reflects her beliefs as a deeply religious person: 
"I believe we are guided in what we do. Without my faith I wouldn't be able to do what I'm doing 




1 The Lord is my shepherd; I shall not want. 
2 He maketh me to lie down in green pastures: 
He leadeth me beside the still waters. 
3 He resoreth my soul: 
He leadeth me in the paths of righteousness for his name’s sake. 
4 Yea, though I walk through the valley of the shadow of death 
I will fear no evil: for thou art with me; 
Thy rod and thy staff they comfort me. 
  
 
49 Canadian Music Centre, Violet Archer Biography, https://www.musiccentre.ca/node/37184/biography, accessed 




5 Thou preparest a table before me in the presence of mine enemies: 
Thou anointest my head with oil; my cup runneth over. 
6 Surely goodness and mercy shall follow me all the days of my life: 
And I will dwell in the house of the Lord forever. 
 
-Psalm 23, KJV Bible  
 
 
6.4 TEXTUAL SUMMARY 
 
 The Twenty-Third Psalm is a poem about complete satisfaction in the Lord. The believer 
needs nothing more than to belong to God, because God takes care of everything. God’s love and 
care feeds the believer body and soul, and God fights off evil. The Lord provides happiness and 
understanding in this life and the next. The statement in the opening verse, “The Lord is my 
shepherd; I shall not want.” is the essential message of the poem. The remaining lines quantify 
specifically why the first line is true for the believer, listing the many comforts that God 
constantly provides. This list of comforts is assuring to the believer, providing concrete examples 
of God’s care and faithfulness.  
 
6.5 LITURGICAL FUNCTION 
 
 Archer’s solo setting of this psalm has several possible uses in the worship service. The 
most powerful use would be as a musical offering immediately after the psalm is read in the 
service, thus reiterating the spoken message of the psalmist. Other possibilities for liturgical use 
include: as a response to a sermon on this text, or as a response to a sermon on faith, assurance,  
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or trust in God. This psalm is often read as a message of comfort during a funeral or memorial 
service; singing this setting immediately following a reading of the psalm would be an 
appropriate liturgical use of this work. 
 
6.6 MUSICAL COMPONENTS 
 
 Key:   D major, with many modal shifts 
 Meter:   3/4 (after opening recitative-like section) 
 Tempo:  marked molto andante; feel in slow but steady 3 
 Voice type:  for medium voice; ideally mezzo soprano or high baritone 
Range:   B3 – F5 
 Tessitura:  F4 – C5 
 Accompaniment: piano 
 Duration:  4 min. 
 Difficulty level: Moderately Difficult 
 Mood:   confident, assuring 
 
6.7 MUSICAL REALIZATION 
 
Archer sets this familiar text by employing a variety of musical styles. It opens in an 
unmeasured recitative secco section, with declamatory text in the vocal line and sparse chordal 
accompaniment in the piano. Though numerous and unexpected chords are used in the 
accompaniment, this opening section loosely stays in the key of D major, cadencing in D at 
important pauses in the vocal line. This cadencing is best observed at the end of the recitative 
section on the words “for His name’s sake.” (see Archer FIGURE 1).  
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Archer uses D major to musically depict unity with God, as observed with the comforting 
text of lines 1-3 in the recitative. The aria section, beginning in line 4 of the text, musically 
matches the poetic uncertainty of the text, immediately beginning with chromatic clustering in the 
piano (see again Archer FIGURE 1), and wandering through different keys and modes until the 
triumphant return of D major at the end of the song. The term aria is used loosely here; there is not 
the traditional ABA or similar format to this section. Structurally, it is a through-composed art song 
after the opening declamatory recitative.  
 
 




The piano begins the aria with dissonant, low quarter notes in octaves for several bars. 
The dissonant tonality coupled with the wandering, andante rhythm text-paints and foreshadows 
the next vocal line, “Yea, though I walk through the valley of the shadow of death.” 
Additionally, triple meter is established, indicating the Trinity (see again Archer FIGURE 1).  
As the text becomes more assured through its phrases of comfort and confidence, the 
music likewise becomes faster and brighter. This is exemplified in the running eighth note 
passages in the voice and piano. The vocal lines are higher and more flourished; the piano has 
many running open fifths and octaves. These perfect consonances are another musical reference 
indicating God’s perfection (see Archer FIGURE 2). 
 




6.8 PERFORMANCE CHALLENGES 
 
  This piece is moderately difficult; it is not for the amateur singer nor accompanist. In 
addition to the disjunct intervals and varying rhythms in the vocal line, one of the challenges for 
women singing this piece is the low range and tessitura. Even for a “medium voice” as is 
indicated, a mezzo soprano or alto (as well as a soprano) is constantly crossing the lower 
passaggio throughout this art song. Also, the open vowels of the text further exaggerate the 
difficulty of this register crossing for the voice (see Archer FIGURE 3). The accompaniment in 
this section is minimal, and often in open fifths. This sparse accompaniment showcases the voice 
nicely, but it also highlights vocal intonation problems that can occur around passaggio shifts, 




    Archer FIGURE 3. The Twenty-Third Psalm, mm. 20-31 
 
  
The accompaniment has an important role in unifying the work, especially during the 
modal shifts of the aria section. Archer uses motives across the voice and piano to achieve 
musical cohesion. For example in Archer FIGURE 4, the piano imitates the sixteenth-note 
rhythms from the vocal line in FIGURE 3 on the words “thou preparest a table before me” (see 




     Archer FIGURE 4. The Twenty-Third Psalm, mm. 32-35 
 
 
The accompaniment becomes more difficult and bombastic in the last two pages. It continues in 
rangy, open runs of chromatic fifths and octaves with greatly contrasting dynamics. Another 
performance challenge occurs here when the piano has forte dynamics across these octaves while 
the singer performs in the lower passaggio. Care must be taken to not overpower the singer in 
this low range of the voice. (see again Archer FIGURE 2). 
Archer has created a powerful and triumphant setting of this often-read text, providing 
music directors with a dramatic option when selecting music for this psalm. This composition 
displays the majesty of the final words as well as the comfort of the opening lines. Appendix A 








 Undine Smith Moore (1904 – 1989) was born in the tiny town of Jarratt in rural Virginia. 
Her family soon moved to nearby Petersburg, a larger town with better educational opportunities 
for Undine and her older siblings Clarence and Eunice. Although her parents were not formally 
educated, they were intellectual, voracious readers. They passed on this love of learning to their 
children. Following high school, Moore was the first recipient of a Juilliard scholarship to study 
at Fisk University in Nashville, Tennessee; she graduated cum laude in 1926.  
Moore launched into several pursuits after her time at Fisk: she began composing, she 
joined the faculty at Virginia State College (now Virginia State University) in 1927, and she 
began graduate school by commuting to Columbia University’s Teacher College in New York. 
She graduated from Columbia in 1931 with a Master of Arts degree and professional diploma in 
music.51 
 She married Dr. James Arthur Moore in 1938, and gave birth to their daughter Mary 
Hardie in 1941. Her husband was also a faculty member at Virginia State, and the chair of the 
physical education department. Musically, he was a good tenor, often appearing in recital with 
his wife. He also managed the college’s concert series. Many well-known artists were featured 
on campus, including Duke Ellington, and these artists often stayed as guests in the Moore 
home.52 
 
51 Helen Walker-Hill, From Spirituals to Symphonies: African-American Women Composers and Their Music, 
(Westport, CT: Greenwood Press, 2002), 51. 
52 Ibid, 57. 
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 Among her numerous awards for composition and education, Moore received two 
honorary doctorates: one from Virginia State College upon her retirement in 1972, and the other 
from Indiana University in 1976.53 She was an avid and constant lecturer and composer in her 
post-retirement years until her untimely death from a stroke in 1989. She was 84 years old. 
 Although she composed in excess of 100 pieces in many genres, Moore had a special 
affinity for vocal music. She wrote over fifty choral works, and is best known for her many 
spiritual compositions and arrangements, as well as the cantata Scenes from the Life of a Martyr 
(1981), composed in memory of Martin Luther King Jr. “Moore's compositional style is strongly 
rooted in the tonal tradition and in her spiritual heritage. Many of her choral works set explicitly 
Christian, often Biblical texts, employ a style derived from southern hymnody, and are intended 
for liturgical use.”54 
 
7.2 OH, THAT BLEEDING LAMB 
 
Moore published thirteen choral arrangements; all are traditional spirituals, all are 
unaccompanied, and all are written in either strophic or verse-and-refrain form. One Lenten 
example of these arrangements is Oh, That Bleeding Lamb, and it is dedicated to the Concert 
Choir of Southern University in Baton Rouge, LA, Dr. Aldrich Adkins, director. Dr. Adkins was 
also on the faculty of Virginia State College during the composer’s time there.55 
  
 
53 James E. Moore, Jr., “The Choral Music of Undine Smith Moore,” (PhD diss., University of Cincinnati, 1979), 7. 
54 Olivia Mattis, “Undine Smith Moore,” Oxford Music Online, January 20, 2001, https://doi-
org.ezproxy.library.unlv.edu/10.1093/gmo/9781561592630.article.47040, accessed February 6, 2020. 





1 Oh, that bleeding lamb, 
The Lord done sanctified him. 
2 Oh, that bleeding lamb,  
Done sanctified my soul. 
3 The holy way the prophets went. 
The Lord done sanctified him. 
4 That saved their souls from banishment. 
Done sanctified my soul. 
5 I never felt such love before 
The Lord done sanctified him. 
6 I’ll go in peace and sin no more. 
Done sanctified my soul. 
 
7.4 TEXTUAL SUMMARY 
 
 The text is an allegory for the prediction of Christ as the promised savior, Christ’s 
passion on the cross, and Christ’s dying as the ultimate sacrifice and expression of love. The 
reference to Christ’s suffering on the cross in order to save believers as the “bleeding Lamb that 
sanctified my soul” is a common image in Scripture. Lines 3 and 4 speak to the concept of Christ 
as the promised savior in the Old Testament by the prophets. There are many examples of the 
prophets predicting Christ; a well-known example from the Lenten season is found in Isaiah:56  
But he was pierced for our transgressions, 
he was crushed for our iniquities; 
the punishment that brought us peace was on him,  
and by his wounds we are healed. 
 
 
56 Isaiah 53:5 (NIV) 
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Lines 5 and 6 of this choral arrangement refer not only to Christ’s sacrifice on the cross 
as an expression of love, but also to his teachings found in the Gospel readings. Line 6, “I’ll go 
in peace and sin no more” is a reference to the book of John; Jesus tells the woman accused of 
adultery that was threatened with death by stoning to “go and sin no more.”57  
 
7.5 LITURGICAL FUNCTION 
 
 The simplicity of the text, as well as the variety of these images and stories, generously 
provide for many performance opportunities within the worship service. The title reference to the 
“bleeding Lamb” makes this piece an excellent choice throughout the Lenten season. 
Additionally, it can be used any Sunday where the Old Testament Scripture readings refer to the 
prophets predicting the coming of Jesus, as well as any of the New Testament readings 
demonstrating Jesus’s love, teaching, and especially the story of the woman saved from stoning. 
It is best suited as a musical offering following the reading of any of these texts, for any sermon 
on love or the prophets, or for any Sunday in Lent. 
  
 
57 John 8:11 (KJV) 
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7.6 MUSICAL COMPONENTS 
 
 Key:   A minor 
 Meter:   2/2 
 Tempo:  marked 56 to the half note; feel Andante in 2 
 Voicing:  SATB 
Ranges:  S: E4-A5, A: C4-C5, T: E3-F4, B: A2-B3 
 Accompaniment: a cappella, piano score provided for rehearsal only 
Duration:  2 min. 
 Difficulty level: Moderately Easy  
 Mood:   serene, assuring 
 
 7.7  MUSICAL REALIZATION 
 
 The simplicity of the text setting allows the message to be clearly understood. The calm 
mood, the even, steady moderate tempo, and the often-syllabic setting of the text all contribute to 
the clear understanding of the message. The overall form is a verse-refrain structure, or 
ABABA’. In general, the harmonies are straightforward, essentially moving tonic-subdominant-
dominant-tonic in four-bar phrases and eight bar periods. The opening eight bars exemplify the 









 The brief eight-bar B section pivots to the sixth scale degree, is expressed in F major, and 
then modulates back to the home key of a minor (see Moore FIGURES 2a and 2b). 
 




Moore FIGURE 2b. Oh, That Bleeding Lamb, mm. 23-26 
 
 
Musically, the A section represents the weight and toil of Christ’s sacrifice. This heaviness is 
represented by the minor key, and also the moving half notes in the lower three voices. These 
step-wise moving beats text paint the heavy steps “the bleeding lamb” felt as He walked to the 
site of the crucifixion. Contrastingly, the B section speaks positively of Christ’s coming into the 
world, as well as His love and redemptive deeds. These uplifting attributes are musically 
represented by the shift into F major, and by the lilting syncopations that contrast with the heavy 




7.8 PERFORMANCE AND TEACHING CHALLENGES 
 
Because this is a relatively easy song at a slow tempo, it is a good choice for almost any 
church choir. While it is best suited to an ensemble that can maintain pitch during a cappella 
singing, this would also be a good “stretch” piece for a group that is working toward being able 
to sing a cappella. The piano reduction is provided on two staves, allowing for an intermediate 
pianist to accompany choral rehearsals; and it can be performed with piano or organ if the 
singers require pitch support.  
There are a few important considerations when teaching this spiritual to the church choir. 
The first is to establish the underlying “groove” or heartbeat-style half note rhythms in the lower 
three voices in mm. 1-16; this rhythm is observed in the first eight bars (see Moore FIGURE 1). 
The lower voices must articulate the two-bar phrases by singing the crescendo progressively 
louder toward the word “Lamb,” and then sing the decrescendo as marked. This underpinning is 
critical for setting the heavy mood and solidifying the harmonic structure, allowing the soprano 
melody to soar above this foundation.  
Another teaching point for the director is to ensure the choristers are singing with good 
breath support. Although proper breathing is a basic foundation desired at all times, its need is 





Moore FIGURE 3. Oh, That Bleeding Lamb, mm. 9-12 
 
 
The sudden launch into the upper passaggio to E5, and then up again to the A5 can be 
difficult for amateur singers. Depending on the ensemble’s capabilities, perhaps a soloist or a 
few select voices would be appropriate to sing these few bars.  
An additional focus when teaching this choral piece lies in the syncopated rhythms in 
mm. 17-18, and repeated in mm. 21-22 (see Moore FIGURE 2a). Fortunately, this rhythmic 
pattern is identical, so the director can have the women and men sing this together when 
practicing this section, saving valuable rehearsal time. If the ensemble reads music well, consider 
singing through these notes and rhythms on the counting numbers of the measures instead of the 
text, in order to emphasize where the syncopations lie. Other groups may need to learn the 
rhythms by rote; speak the words in rhythm to the singers, and have them repeat them back. If 
77 
 
needed, the director might work with the upper and lower voices separately, as there are two 
lines of syncopation to master. These are just a few possible suggestions for how to approach this 
short passage. 
 Overall, the tuneful music and juxtaposing moods of this setting, the possible numerous 
uses of this work due to its many Scripture references, and its ease of learning make this choral 
piece an excellent choice for church music directors and their congregations. Additionally, 
Moore’s other spiritual arrangements and liturgically appropriate sacred music prove her 




CHAPTER EIGHT: SUMMARY AND OBSERVATIONS 
 
Although their works are generally lesser-known, women composers have contributed 
much to the field of sacred music. The depth and breadth of these pieces are significant. Even 
within the narrow limitations of this study, there are a great many women composers of different 
eras, different races, different countries, and from different socio-economic backgrounds that 
have set the timeless words of the Bible to inspiring and imaginative music.  
Three observations were noted during the course of collecting the information for this 
project. The first observation was realizing the large number of women composers that exist 
within the parameters of this study. There are nearly 100 composers here, listed alphabetically by 
last name in Appendix F. Additionally, there are many more women composers for the 
remaining seasons of the church calendar that are not included, and multitudes more when 
considering sacred music in general, encompassing all time periods and languages.  
A second observation was that three of the psalms listed in the RCL texts are repeated 
during the Lenten season: Psalms 22, 32, and 51. Psalm 22 appears in its entirety on Good Friday 
(all three years), and again Psalm 22:23-31 appears on the Second Sunday of Lent in Year B. 
Psalm 32 appears both on the First Sunday of Lent in Year A, and the Fourth Sunday of Lent in 
Year C. Psalm 51:1-17 is listed for Ash Wednesday (all three years), and again Psalm 51:1-12 is 
listed for the Fifth Sunday of Lent in Year B. This repetition is valuable information for music 
directors. Because these psalms are utilized more often, music selected for these texts will likely 
have additional performance opportunities. 
 The final observation was discovering how unevenly the Biblical passages have been set 
to music. Appendix A shows that some RCL weeks have many choices of music to program, 
79 
 
while others have little or none at all. In general, the Psalms are well represented and have been 
compositional sources for both women and men composers for centuries. And much of the New 
Testament has also been inspirational source material. However, there are many books, most 
notably within the Old Testament, that have extremely little music composed to their words. This 
lack of compositions is observed in James Laster’s Catalogue of Choral Music.58 The book of 
Leviticus has only three entries, Joshua has seven entries, and Judges has just four entries. 
Laster’s book endeavors to include all known Biblical choral music written through 1996 by both 
men and women. Considering these facts, it is understandable that when looking solely for 
women composers of Biblical texts, there are considerable gaps in coverage. RCL readings that 
have a dearth of music may be a niche that sacred composers, both female and male, wish to 
explore.  
 Church musicians need a constant supply of new music for their choirs, soloists, and 
congregations, and this relatively untapped reserve of music by women composers is a valuable 
source for music directors to explore and consider. Hopefully, there will soon be significantly 
increased programming of women’s music, thus negating the need for future studies like this one 
in order to bring these creations to light. In the meantime, church musicians can delve into this 
vocal music study by women composers as a starting point for this body of work, providing a 
practical and “new” source of settings to discover, sing and celebrate.  
  
 
58 James H. Laster, Catalogue of Choral Music Arranged in Biblical Order. 
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 a capp: a cappella  
cong: congregation 
 desc: descant 
 fl: flute 
hb: handbells 
org: organ  
pno: piano 
 tr: trumpet 
 vi: violin 
 
DIFFICULTY ABBREVIATIONS 
E: Easy  
ME: Moderately Easy 
M: Moderate 
MD: Moderately Difficult 









ABP: Abingdon Press  
ALF: Alfred Music Publishing 
ALL: Alliance Publications, Inc. 
AMP: Associated Music Publishers 
AP: Arsis Press  
APS: Arthur P. Schmidt Co. 
AUG: Augsburg Press 
BEE: Beekman Music, Inc. 
BLW: Belwin-Mills 
BM: Boston Music 
BMI: BMI Canada 
BP: Beckenhorst Press 
BRP: Broadman Press 
C: Concordia 
CF: Carl Fischer 
CG: Choristers Guild 
CH: Chappell and Co. 
CMC: Canadian Music Centre  
CON: Congress Publications 
DP: Darcey Press 
ECS: ECS Publishing 
EVC: Elkan-Vogel Company 
F: Fischer Music Company 
FBM: Fred Bock Music 
FC: Franco Columbo Inc. 
FH: Frederick Harris Music Co. 
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FP: Fortress Press 
G: Gentry Publishing 
GIA: GIA Publications, Inc. 
GM: Galaxy Music 
GP: Gemini Press 
GS: Glory Sound 
GSC: G. Schirmer 
H: Hoffman Publishing 
HD: Henry David Publishing 
HIL: Hildegard Publishing 
HLP: Hal Leonard Publications 
HMC: Hinshaw Music Company 
HP: Hope Publishing 
HTF: H.T. FitzSimons, Company 
HWG: HW Gray Publishing  
J: Jubilate 
JCC: The John Church Company 
JWC: J&W Chester 
KM: Kjos Music 
LG: Lawson-Gould 
LOR: Lorenz 
MF: Mark Foster 
MSM: Morning Star Music 
MWS: M. Witmark & Sons 
OD: Oliver Ditson Company 
OUP: Oxford University Press 
P: Purifoy 
PP: Providence Press 
PPM: Paraclete Press Music 
RDR: R.D. Row Music 
SBMP: Santa Barbara Music Publ 
SCH: Schmitt Publications 
SMP: Sacred Music Press 
SSM: Seesaw Music 
SP: Shawnee Press 
SUB: Subito Music Publications 
TP: Theodore Presser 
TRS: Transcontinental Music Publ 
WB: Warner Brothers 
WM: Word Music 
WMC: Willis Music Company 






LISTING OF WEEKLY RCL LENTEN READINGS AND PIECES 
Ash Wednesday, Years A, B, C 
Scripture Readings: 
Joel 2:1-2, 12-17 or Isaiah 58:1-12  
Psalm 51:1-17 (Ps 51: 1-12 is also Fifth Sun, Year B) 
2 Cor 5:20b – 6:10  
Matt 6:1-6, 16-21  
 
Choral Literature: 
Ps 51 Cindy Berry. Restore My Joy. SATB, pno. 1991. WM. ME 
Ps 51 Katherine Davis. Renew a Right Spirit. SATB, a capp. 1962. GSC, 
45260c. ME 
Ps 51 Nancy/Bruce Muskrat. Create In Me. SATB, org. 1977. C, 98-2311. E  
Ps 51 Shirley Porter. My Prayer. SATB, pno. 1983. BP, BP 1201. ME 
 Ps 51  Sandy Wilkinson. Take My Heart. SATB, pno. 1999. GS, A-7376. E 
Matt  Mary McDonald. Where Your Treasure Is. SATB, pno. 1991. P, 26044. E 
Matt Valerie Shields. Let Your Light So Brightly Shine. 2 pt, org, opt hb. 1997. 





Ps 51 Emma Lou Diemer. Create in Me a Clean Heart. Solo, pno. 1990.  
AP, No 155. M 
Ps 51 Jane M. Marshall. Create In Me, O God. Unison/2pt choir – works as 
solo/duet, pno. 1998. CG, CGA-750. E 
Ps 51 Jane M. Marshall. Psalms Together, vol 2. (includes Ps 51). Unison/2pt 
choir – works as solo/duet, pno. 1971. CG, CGC21. E 
 
 
First Sunday in Lent, Year A 
Scripture Readings: 
Gen 2:15-17, 3:1-7  
Psalm 32   
Romans 5:12-19  
Matthew 4:1-11  
 
Choral Literature: 
Ps 32 Jeanne Weaver Fuller. Exultate Justi. SATB, a capp. 1967. AMP, 6908. D 
 
Solo Literature: 
Rom Jeanne Alden Joy. Thanks Be to God Which Giveth Us the Victory! Solo, 




First Sunday in Lent, Year B 
Scripture Readings: 
Genesis 9-8:-17  
Psalm 25: 1-10  
1 Peter 3:18-22  
Mark 1:9-15   
 
 Choral Literature: 




First Sunday in Lent, Year C 
Scripture Readings: 
Deuteronomy 26:1-11 




 Choral Literature: 
Ps 91 Rebecca Clarke. He That Dwelleth in the Secret Place of the Most High. 
SSAATTBB/ssatb, a capp. Composed ca. 1920, pub 2003. OUP. D 
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Ps 91 Jane M. Marshall. My Refuge, My Fortress. SATB, org, opt tr, cong. 1991. 
SMP, S-513. M 
Ps 91 Anna Laura Page. The Lord Is My Keeper (text is Ps 91 AND 121). SATB, 
pno, opt hb, fl. 2000. MSM, 50-2506A. ME 
Ps 91 Shirley Porter. Abide In Him. SATB, pno. 1985. BP, BP-1240. ME 
Ps 91 Marga Richter, Psalm 91. SATB, a capp. 1965. EVC, 1209-7. D 
 
Solo Literature: 
Ps 91 Jane M. Marshall. Psalms Together, vol 2 (includes Ps 91). Unison/2pt 
choir – works as solo/duet, pno. 1971. CG, CGC21. E 
 
 




Romans 4:1-5, 13-17 
John 3:1-17 
 
 Choral Literature: 
Ps 121 Violet Archer. I Will Lift Up Mine Eyes. SATB div, solo instr, organ. 
1969. CMC. MD 
 Ps 121  Amy Beach. I Will Lift Up Mine Eyes, op 98. SATB, org. 1923. TP. MD  
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Ps 121 Emma Lou Diemer. Psalm 121. SATB, pno, opt guitar and cello. 
Composer’s manuscript. ME 
Ps 121 Regina Holmen Fryxell. To the Hills I Lift Mine Eyes. SATB, a capp. 
1947. ABP, APM-475. ME 
Ps 121 Mary Lynn Lightfoot. And I Will Praise Thee, O God! SAB, pno. 1987. H, 
H2041. E 
 Ps 121  Jane M. Marshall. Unto the Hills. SATB, org. 1956. CF, CM 6928. ME  
Ps 121 Anna Laura Page. The Lord Is My Keeper (text is Ps 91 AND 121). SATB, 
pno, opt hb, fl. 2000. MSM, 50-2506A. ME 
Ps 121 Shirley Porter. Sing to the Lord a New Song. SATB, pno. 1983. BP,  
BP 1189. ME 
Ps 121 Joan Szymko. I Lift My Eyes. SATB, pno. 2006. SBMP. SBMP-691. MD 
John Katherine K. Davis. God So Loved the World. SATB, a capp. 1961. GM, 
1.2214. ME 
John Tina English. For God So Loved the World. SAB, pno, cong. 1990. P, 
26038. E  
 
Solo Literature: 
Ps 121 Edna Mae Burnam. I Will Lift Up Mine Eyes Unto the Hills. Solo, pno. 
1977. WMC, 10238. ME 
Ps 121 Emma Lou Diemer. Psalm 121. High voice, org. 1956; SSM republ 1981, 
SSM-50008410. ME 
Ps 121  Belle Biard Gober. I Will Lift Up Mine Eyes. Solo, pno. 1941. HTF. E 
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Ps 121 Helen Hopekirk. I Will Lift Up Mine Eyes. Solo, pno. 1919. BM, BM-
5947C. E 
 Ps 121  Mildred Kayden. Psalm 121. Solo, pno. 1956, 1964. BEE. M 
 Ps 121  Virginia Kendrick. I Will Lift Up Mine Eyes. Solo, pno. 1975. SCH. M 
Ps 121 Natalie Sleeth. Psalm. Unison/2pt choir – works as solo/duet, pno. 1983. 
SMP, LO.AM441. E  
Ps 121 Lily Strickland. “I Will Lift Up Mine Eyes.” Tenor solo, from The Song of 
David (multi-mvmnt cantata). SATB/satb, org. 1938. CH, C, 8577-60. ME 
Ps 121 Margery Watkins. I Will Lift Up Mine Eyes. Solo, pno. 1935. 
 OD, 77561-4. ME 
 John  Adrienne M. Tindall. I Am Persuaded. Solo, pno. DP, 1994. ME 
 
 
Second Sunday in Lent, Year B 
Scripture Readings: 
Genesis 17: 1-7, 15-16 




 Choral Literature: 




Ps 22 Ruth Elaine Schram. Eli, Eli Lama Sabachthani. SATB, pno. 1993.  
SP, A-6826. E 
 
 
Second Sunday in Lent, Year C 
Scripture Readings: 
Genesis 15:1-12, 17-18 
Psalm 27 
Philippians 3:17 – 4:1 
Luke 13:31-35 
 
 Choral Literature: 
Ps 27 Patti Drennan. The Lord Is My Light. SATB, pno. 1996. BP, BP-1473. ME 
Ps 27  Arletta O’Hearn. Psalm 27 – Trust in God. SATB, pno. 2000.  
KM, 8909. ME 
Ps 27 Lily Strickland. “The Lord Is My Light.” SATB, org from The Song of 
David (multi-mvmnt cantata). SATB/satb, org. 1938. CH, C, 8577-60. ME 
 
 Solo Literature: 
Ps 27 Frances Allitsen. The Lord is My Light. Solo, org. 1897. GSC, 43301. ME 
Ps 27 Clara Edwards. The 27th Psalm – The Lord Is My Light. Solo, pno. 1938. 
GSC, 38243. ME 
Ps 27 Adrienne M. Tindall. The Lord Is My Light. Solo, pno. 1994. DP. ME  
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Ps 27 Hanna Van Vollenhoven. Hear Me Speedily, O Lord! Solo, org. 1940. 
GSC, 38926-C. ME 
 
 







 Choral Literature: 
Ps 95 Catherine Aks. Venite Exultemus Domino. SSA, a capp. 1998. HD, 392-
02522. ME  
Ps 95 Crystal Davis Clay. A Jubilant Song. SSATB, pno. 1994. P, 10/1233P. 
ME 
Ps 95 Emma Lou Diemer. O Come, Let Us Sing Unto the Lord. SATB, org. 
1961. F, 0-4233. M 
John Isabel McNeill Carley. Lift Up Your Eyes. SSA, Orff inst. 1979. AUG, 
110338. E 
John Emily Crocker. Living Water. SATB/desc, pno. 1992. HLP, 08596513. E 




John Emma Lou Diemer. God is Love. SSAATBB, electronic tape. 1982. AP, 
151. D 
John Barbara Ross. You Who Are Thirsty. SATB, pno. 1992. WM. E 
 
Solo Literature: 
Ps 95 Connie Fortunato. O Come, Let Us Sing Unto the Lord. Unison/2pt choir – 
works as solo/duet, pno. 1981. FBM, B-G0208. E 
John Helen Hopekirk. God Is a Spirit. Solo, pno. 1917. BM, 12236. ME 
 
 




1 Corinthians 1:18-25 
John 2:13-22 
 
 Choral Literature: 
Ps 19 Mary Kay Beall. A Morning Prayer. 2pt mixed, pno. 1993. HP, PP135. E 
 
 Solo Literature: 
Ps 19 Katherine K. Davis, arr. The Spacious Firmament. Solo, desc, pno. 1938. 
ECS, ECS-1829. ME 
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Ps 19 Meira M. Warshauer. Psalm 19. Sop, pno. 2014. HIL, 491-00627. (In 
English with some Hebrew). M 
 
 




1 Corinthians 10:1-13 
Luke 13:1-9 
 
 Choral Literature: 
Isaiah Barbara Ross. You Who Are Thirsty. SATB, pno. 1992. WM. E 
Ps 63 Alisa Bair. Yet Will I Sing. SATB, pno. 1988. PP, PP-107. ME 
Ps 63 Jane M. Marshall. O God, You Are My God. SATB, org. 2001. S, 5738. M  
Ps 63 Mary McDonald. I Will Sing for Joy. SATB, pno. 1989. P, 26020. ME 
Ps 63  Penny Rodriguez. Desert Psalm. SATB, pno. 1989. BP, BP1334. ME 
 
Solo Literature: 
 Isaiah  Lily Strickland. Incline Your Ear. Solo pno. 1958. GSC, 44178. E 
Ps 63 Rebecca Clarke. A Psalm of David, When He Was in the Wilderness of 




Fourth Sunday in Lent, Year A 
Scripture Readings: 





 Choral Literature: 
Ps 23  Violet Archer. The Twenty-Third Psalm. SATB, a capp. 1989 manscrpt. M 
Ps 23 Ruth Artman, arr. My Shepherd (tune O Waly Waly). 2-pt, pno, fl. 2016. 
HMC, HMC-1089. E 
 Ps 23  Amy Beach. The Lord is My Shepherd, op 96. SSA, org. 1923. TP. MD 
 Ps 23  Diane Bish. Psalm 23. SATB, org. 1990. HMC, C-28. MD 
Ps 23 Mary E. Caldwell. The Shepherd’s Psalm. SATB/solo, org. 1962. HWG, 
2736. ME 
Ps 23 Emma Lou Diemer, arr. The Lord’s My Shepherd. Unison choir/cong, pno, 
opt brass quartet. 2000. HMC, 1746. E 
Ps 23 Dede Duson. Psalm Twenty-Three. SSAA, a capp. 1983. KM, ED-6182. 
MD 




Ps 23 Undine Smith Moore. We Shall Walk Through the Valley. SATB, a capp. 
1977. re-publ 2008 in I Will Trust in the Lord: Five Spirituals, ed. A. 
Armstrong. AUG. ME 
Ps 23 Alice Parker, arr. “Resignation,” No. 2 in Eight American Mountain 
Hymns. SATB, a capp. 1990. ALF, APLG52527. ME 
Ps 23 Lily Strickland. “The Lord Is My Shepherd.” SATB/t from The Song of 
David (multi-mvmnt cantata). SATB/satb, org. 1938. CH, C, 8577-60. ME 
 
 Solo Literature: 
Ps 23 Violet Archer. The Twenty-Third Psalm. Solo, pno. 1954. BMI, 181D5. 
MD 
Ps 23 Roberta Bitgood, arr. The Lord’s My Shepherd (tune Crimond). Uni/2pt 
choir – works as solo/duet, org, fl. 1983. BLW, GCMR 2475. E 
 Ps 23  Kathleen Blair. He Restoreth My Soul. Solo, pno. 1932. GSC, 3564. ME 
Ps 23 Gena Branscombe. O Love That Guides Our Way. Solo, pno. 1959. HWG. 
ME 
 Ps 23  Pearl Curran. The Lord Is My Shepherd. Solo, pno. 1921. GSC30229. ME 
Ps 23  Mary Deacon. Beside Still Waters. Solo, pno. 1956. HWG. ME 
Ps 23  Emma Lou Diemer. The Twenty-Third Psalm. Duet s/t, pno. 1943.  
Composer manuscript. M 
Ps 23 Theophane Hytrek, Psalm 22. Solo cantor/cong, org, fl. (text is 23rd Ps). 
1979. GIA, G-1608. E  
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Ps 23 Hazel Gertrude Kinscella. Yea, Though I Walk Through the Valley. Duet 
s/t, pno. 1936. F, 7128-30(7012). E 
Ps 23 Jane M. Marshall. Psalms Together, vol 1 (includes Ps 23). Unison/2pt 
choir – works as solo/duet, pno. 1971. CG, CGC18. E 
Ps 23 Marie Pooler, arr. My Shepherd Will Supply My Need. Unison/2pt choir – 
works as solo/duet, pno. 1963. AUG. PS 609-6. E 
 Ps 23  Lily Strickland. My Shepherd, Thou. Solo, pno. 1937. TP. E 
Ps 23 Adrienne Tindall, arr. Psalm 23. Solo, org. (quotes 4 hymn tunes) 1987. 
DP. E 
Ps 23 Frances Waterman. Twenty-Third Psalm, An Interpretation. Unison – 
works as solo, pno. 1978. CG, CGA144. E 
Ps 23 Judith Lang Zaimont. Psalm 23. Bari or mezzo, fl vi, cello, pno. 1978. 
SUB, 95010050. D 
 
 
Fourth Sunday in Lent, Year B 
Scripture Readings: 
Numbers 21:4-9 






 Choral Literature: 
Ps 107 Emma Lou Diemer. O Give Thanks To the Lord. SATB, org. 1959. FC, 
NY-2359. Also BLD, 1964. ME 
Ps 107 Ellen M. Keating. Cry Unto the Lord. SSA, a capp. 1994. MF, 924. MD 
 
  
Fourth Sunday in Lent, Year C 
Scripture Readings: 
Joshua 5:9-12 
Psalm 32 (also First Sunday in Lent, Year A) 
2 Corinthians 5:16-21 
Luke 15:1-3, 11b-32 
 
Choral Literature: 
Ps 32 Jeanne Weaver Fuller. Exultate Justi. SATB, a capp. 1967. AMP, 6908. D 
2 Cor Alice Parker/Robert Shaw. Amazing Grace. SATB/solo, a capp. 1960. 
ALF, AP.LG00918. MD 













 Choral Literature: 
Ps 130 Alice Mary Smith. Out of the Deep. SATB/bari, org. Comp ca. 1870,  
re-publ 2014, Christopher E. Ellis. M 
Ps 130  Margaret A. Vance. My Soul Waits for the Lord. SSATB, pno. 1991.  
LOR, E272. M 
Rom Ruth Watson Henderson. “The Strength of the Spirit,” no. 1 of Three 
Motets. SATB, a capp. 1989. CMC. M 
 John  Mary Elizabeth Caldwell. I Am the One. SATB, pno. 1971. TP. M 
  
 Solo Literature: 
 John  Katherine K. Davis. The Raising of Lazarus. Solo, pno. 1947.  





Fifth Sunday in Lent, Year B 
Scripture Readings: 
Jeremiah 31:31-34 
Psalm 51:1-12 (Ps 51:1-17 is also Ash Wed) 




 Choral Literature: 
Ps 51 Cindy Berry. Restore My Joy. SATB, pno. 1991. WM. ME 
Ps 51 Katherine Davis. Renew a Right Spirit. SATB, a capp. 1962. GSC, 
45260c. ME 
Ps 51 Nancy/Bruce Muskrat. Create In Me. SATB, org. 1977. C, 98-2311. E  
Ps 51 Shirley Porter. My Prayer. SATB, pno. 1983. BP, BP 1201. ME 
Ps 51 Sandy Wilkinson. Take My Heart. SATB, pno. 1999. GS, A-7376. E 
Ps 119 Alice Parker. Prayer. SATB, org (or dbl choir). 1973. LG, LG-51737. MD 
John Kathy Powell. Never the Blade Shall Rise. SAB, pno, C instr. 1994. GIA, 
G-3817. E 
  
 Solo Literature: 
Ps 51 Emma Lou Diemer. Create in Me a Clean Heart. Low voice solo, pno. 
1990. AP, No 155. M 
Ps 51 Jane M. Marshall. Create In Me, O God. Unison/2pt choir – works as 
solo/duet, pno. 1998. CG, CGA-750. E 
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Ps 51 Jane M. Marshall. Psalms Together, vol 2. (includes Ps 51). Unison/2pt  
choir – works as solo/duet, pno. 1971. CG, CGC21. E 
Ps 119 Adrienne Tindall. With My Whole Heart I Have Sought Thee. Solo, pno. 
1987. DP. ME 
 
 










Maundy Thursday, Years A, B, C 
Scripture Readings: 
Exodus 12:1-4 (5-10) 11-14 
Psalm 116:1-2, 12-19 
1 Corinthians 11:23-26 
John 13:1-17, 31b-35 
 
 Choral Literature: 
John Amy Beach. Evening Hymn. SATB/sa, pno. 1936. APS, 14779-4. M 
John Katherine K. Davis. Thou Art Our Wine and Bread. SATB, a capp. 1949. 
ECS, 1.757. E 
John Anne Krentz Organ. Love One Another. SATB, a capp. 2000.  
AUG, 11-11103. M 
John Joan Szymko. Ubi Caritas. SSAATB, a capp. 1999. SBMP, 291. D 
 
 Solo Literature: 
John Mary Elizabeth Caldwell. Lenten Triptych for Medium Voice. 1990. G, 
JG0705. (3 solos). E 
1. “Lenten Carol.” Solo, org, fl.  
2. “The Thorn Bush.” Solo, org. 
3. “What Trees Were in Gethsemane?” Solo, org. 
John Helen Kemp. A Lenten Love Song. Unison – works as solo, pno. 1989. 
CG, CGA-486. E 
100 
 
Good Friday, Years A, B, C 
Scripture Readings: 
Isaiah 52:13 – 53:12 
Psalm 22 (Ps 22:23-31 is also 2nd Sun in Lent, Year B) 
Hebrews 10:16-25 
OR Hebrews 4:14-16; 5:7-9 
John 18:1 – 19:42 
 Choral Literature: 
Ps 22 Susan Funk. Vision of the Cross: Psalm 22. SATB/b, org. 1983.  
AP, AP-514. D 
Ps 22 Ruth Elaine Schram. Eli, Eli Lama Sabachthani. SATB, pno. 1993. 
SP, A-6826. E 
John Elizabeth J. Atkinson. Nolo Mortem Peccatoris. SATB, a capp. (English 
with some Latin ) 2001. PPM, PPM00112. M 
John  Roberta Bitgood. from Responses in the Passion Gospel According to 
Matthew. SATB, a capp. 1979. GP, GP-414. E 
  “Follow to the Judgement Hall” 
  “Go to Dark Gethsemane” 
 John  Ina Boyle. Soul Peace. SATB/a, a capp. 1930. JWC, 7720. D 
John Eleanor Daley (inspired by H. Willan). Two Lenten Meditations,  
SATB, a capp. 2016. J, 46225. MD 
1. “On the Mount of Olives” 
2. “Behold, We Have Seen Him” 
101 
 
John Emma Lou Diemer. from Responses in the Passion Gospel According to 
Matthew. SATB, a capp. 1979. GP, GP-414. E 
“Drop, Drop, Slow Tears”  
“There is a Green Hill Far Away”  
John Margrethe Hokanson, arr. The Seven Last Words on the Cross. SATB, a 
capp. 1966. FP, UH 66107. E  
John  Theophane Hytrek. “In the Cross of Christ I Glory,” from Responses in the 
Passion Gospel According to Matthew. SATB, a capp. 1979.  
GP, GP-414. E 
John Jane M. Marshall, arr. Why Has God Forsaken Me? SATB, opt hb. 2001. 
GIA, GIA-5178. ME 
 John  Alice Parker/Robert Shaw, arr. When Jesus Wept. SATB, a capp. 1960.  
LG, LG 913. M 
John Alexandra Pierce. The Road to Calvary. SATB/sb, a capp. 1993. AP. 
040017 AP-517, 272. D 
John Ruth Elaine Schram. O Holy Jesus. SATB, pno, fl. 1994. BLW, 
BSC00300. ME 
John Patty Stair. The Day is Gently Sinking. SATB/s, org. 1916.  
WSM, 14866-5. ME 
 
Solo Literature: 
John Mary Elizabeth Blackwell. Our Lord and Our Lady. Solo, pno. Comp ca. 
1970, publ 1994. ALL, AP-145. M 
John Blanche Douglas Byles. Wood of the Cross. Solo, pno. 1947. TP. ME  
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John Pearl G. Curran. The Crucifixion. Solo, pno. 1925. GSC, 32134C. ME 
John Carolyn Jennings, arr. Ah Holy Jesus (tune Herzliebster Jesu). SA – works 
as duet, cello. 1967. AUG, AU.9780800645151. E 
John Betty Jackson King. Calvary. Solo, pno. 1954. Found in Art Songs and 
Spirituals by African American Women Composers (pub 1995, HIL). M  
John  Caro Roma. Oh Lord, Remember Me. Solo, pno. 1912.  
MWS. 12425-6. ME  
John Nancy Telfer. No 2, “The Virgin Mary to Christ on the Cross” from My 






GENERAL LENTEN CHORAL PIECES, ALPHABETICAL BY COMPOSER 
 
Bauer, Marion E. Death Spreads his Gentle Wings. SATB, a capp. 1952. AMP, A-168. ME 
Beach, Amy. Christ in the Universe, op 132. SATB/at, org. 1931. HWG. MD 
Beach, Amy. Let This Mind Be In You, op 105. SATB/sb, org. 1924. JCC, 35307-8. ME 
Beach, Amy. Mass in Eb. SATB/satb, pno, or orch. (“Agnus Dei,” “Qui tolis,”  
and other mvmnts can be used separately). 1890. APS, 2337. MD 
Beach, Amy. O Lamb of God. SATB/sa, org (“Agnus Dei” supp. to Communion Responses). 
1936. APS. E 
Beach, Amy. Thou Knowest Lord, op 77. SATB/tb soli, organ. 1915. GSC, 6029. M  
Callaway, Ann. Agnus Dei I. SSATB/s, a capp. 1979. AP, 040011 AP-511. D. 
Marshall, Jane M. Lenten Prayer. SAB, a capp. 1998. GSC, 7085. E 
Marshall, Jane M. My Eternal King. SATB, a capp. 1954. CF, N 2131. M 
Marshall, Jane M. None Other Lamb. SATB, org, cello. 1954. CF, CM 6755. M  
McLin, Lena. Give Up the World. SATB, a capp. 1989. KM, ED GC169. M 
McLin, Lena. Remember Now Gethsemane. SATB, a capp. 1987. KM, ED GC103. M  
Moore, Undine Smith, arr. I’m Going Home. SATB, a capp. 1978. AUG. (also found in I Will 
Trust in the Lord: Five Spirituals, A. Armstrong, ed. 2008 AUG). ME. 
Moore, Undine Smith, arr. Oh, That Bleeding Lamb. SATB, a capp. 1977. AUG. (also found in I 




Moore, Undine Smith, arr. Sinner, You Can’t Walk My Path. SSAATTBB, a capp. 1958.  
WB, G-6498. MD 
Parker, Alice, arr. We Will March Thro’ the Valley. SSATB/solo, a capp. 1995. GIA, G-4242. 
ME 
Price, Florence Beatrice. Communion Service in F. SATB, org. (40 pages, some mvmts can be 
used separately). Publ. 2015 by Barbara Garvey Jackson. E  
Roma, Caro. God Shall Wipe Away All Tears. SATB/sb, pno. 1933. MWS, 19365-8. ME 
Szymko, Joan. To the Holy Spirit. SATB, pno. 2007. SBMP, SBMP-838. MD 
Warren, Elinor Remick. Requiem. SSAATTBB/sb, pno, orch avail. Latin w English translit, 
some mvmts can be used separately. 1965. LG, LG-51264. D 
Zaimont, Judith Lang. “Why Do We Deal Treacherously?” from Three Choruses from the 






GENERAL LENTEN SOLO SONGS, ALPHABETICAL BY COMPOSER 
 
Allitsen, Frances. Lift Thy Heart. Solo, pno. 1908. CH, 23645. ME 
Beach, Amy. Hymn of Trust. Solo, pno. 1891. Found in Song Album No. 1. APS. M 
Berman, Judith. Set Me as a Seal. Solo, pno. 1978. TRS. 991027-5. ME 
Caldwell, Mary Elizabeth. Christ’s Garden. Unison/2pt choir – works as solo/duet, pno.  
BRP, AMEC. E 
Jacobs-Bond, Carrie. When God Puts Out the Light. Solo, pno. 1901. Publ by composer. E 
Mana-Zucca. Thy Will Be Done. Solo, pno. 1944. CON. ME 
Roma, Caro. God Shall Wipe Away All Tears. Solo, pno. 1913. MWS, 13204-4. ME 
Ware, Harriet. The Cross. Solo, pno. 1906. GSC, 18901. E 
Wells, Linda. Jesus, Name of Wondrous Love. Solo, pno. 1986. FBM, found in coll. The 
Sanctuary Soloist. E 







ALPHABETICAL INDEX OF ALL PIECES BY TITLE 
 
The 27th Psalm – The Lord Is My Light. Clara Edwards. Solo, pno. 1938. GSC, 38243. ME 
Abide In Him. Shirley Porter. SATB, pno. 1985. BP, BP-1240. ME 
Agnus Dei I. Ann Callaway. SSATB/s, a capp. 1979. AP, 040011 AP-511. D 
Ah Holy Jesus (tune Herzliebster Jesu). Carolyn Jennings, arr. SA – works as duet, cello. 1967. 
AUG, AU.9780800645151. E 
Amazing Grace. Lena McLin. SATB, pno. 1982. KM, ED-GC113. ME 
Amazing Grace. Alice Parker/R. Shaw, arr. SATB/solo, a capp. 1960. ALF, AP.LG00918. MD 
And I Will Praise Thee, O God! Mary Lynn Lightfoot. SAB, pno. 1987. H, H2041. E 
“Behold, We Have Seen Him” from Two Lenten Meditations. Eleanor Daley (inspired by H. 
 Willan). SATB, a capp. 2016. J, 46225. MD 
Beside Still Waters. Mary Deacon. Solo, pno. 1956. HWG. ME 
Calvary. Betty Jackson King. Solo, pno. 1954. Found in Art Songs and Spirituals by African 
 American Women Composers (pub 1995, HIL). M  
Christ in the Universe, op 132. Amy Beach. SATB/at, org. 1931. HWG. MD 
Christ’s Garden. Mary Elizabeth Caldwell. Unison/2pt choir – works as solo/duet, pno.  
BRP, AMEC. E 
Communion Service in F. Florence Beatrice Price. SATB, org. (40 pages, some mvmts can be 
 used separately). Publ. 2015 by Barbara Garvey Jackson. E  
Create In Me. Nancy/Bruce Muskrat. SATB, org. 1977. C, 98-2311. E  
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Create in Me a Clean Heart. Emma Lou Diemer. Solo, pno. 1990. AP, No 155. M 
Create In Me, O God. Jane M. Marshall. Unison/2pt choir – works as solo/duet, pno. 1998. CG, 
CGA-750. E 
The Cross. Harriet Ware. Solo, pno. 1906. GSC, 18901. E 
The Crucifixion. Pearl G. Curran. Solo, pno. 1925. GSC, 32134C. ME 
Cry Unto the Lord. Ellen M. Keating. SSA, a capp. 1994. MF, 924. MD 
The Day is Gently Sinking. Patty Stair. SATB/s, org. 1916. WSM, 14866-5. ME 
Death Spreads his Gentle Wings. Marion E. Bauer. SATB, a capp. 1952. AMP, A-168. ME 
Desert Psalm. Penny Rodriguez. SATB, pno. 1989. BP, BP1334. ME 
“Drop, Drop, Slow Tears” from Responses in the Passion Gospel According to Matthew. Emma 
 Lou Diemer. SATB, a capp. 1979. GP, GP-414. E 
Eli, Eli Lama Sabachthani. Ruth Elaine Schram. SATB, pno. 1993. SP, A-6826. E 
Evening Hymn. Amy Beach. SATB/sa, pno. 1936. APS, 14779-4. M 
Exultate Justi. Jeanne Weaver Fuller. SATB, a capp. 1967. AMP, 6908. D 
“Follow to the Judgement Hall” from Responses in the Passion Gospel According to Matthew. 
Roberta Bitgood. SATB, a capp. 1979. GP, GP-414. E 
For God So Loved the World. Tina English. SAB, pno, cong. 1990. P, 26038 E.  
“Go to Dark Gethsemane” from Responses in the Passion Gospel According to Matthew. 
Roberta Bitgood. SATB, a capp. 1979. GP, GP-414. E 
God is Love. Emma Lou Diemer. SSAATBB, electronic tape. 1982. AP, 151. D 
God Shall Wipe Away All Tears. Caro Roma. Solo, pno. 1913. MWS, 13204-4. ME 
God Shall Wipe Away All Tears. Caro Roma. SATB/sb, pno. 1933. MWS, 19365-8. ME 
God So Loved the World. Katherine K. Davis. SATB, a capp. 1961. GM, 1.2214. ME 
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He Restoreth My Soul. Kathleen Blair. Solo, pno. 1932. GSC, 3564. ME 
He That Dwelleth in the Secret Place of the Most High. Rebecca Clarke. SSAATTBB/ssatb,  
a capp. Composed ca. 1920, publ 2003. OUP. D 
Hear Me Speedily, O Lord! Hanna Van Vollenhoven. Solo, org. 1940. GSC, 38926-C. ME 
Hymn of Trust. Amy Beach. Solo, pno. 1891. Found in Song Album No. 1. APS. M 
Give Up the World. Lena McLin. SATB, a capp. 1989. KM, ED GC169. M 
God Is a Spirit. Helen Hopekirk. Solo, pno. 1917. BM, 12236. ME 
I Am Persuaded. Adrienne M. Tindall. Solo, pno. 1994. DP. ME 
I Am the One. Mary Elizabeth Caldwell. SATB, pno. 1971. TP. M 
I Lift My Eyes. Joan Szymko. SATB, pno. 2006. SBMP. SBMP-691. MD 
I Will Lift Up Mine Eyes. Violet Archer. SATB div, solo instr, org. 1969. CMC. MD 
I Will Lift Up Mine Eyes, op 98. Amy Beach. SATB, org. 1923. TP. MD  
I Will Lift Up Mine Eyes. Belle Biard Gober. Solo, pno. 1941. HTF. E 
I Will Lift Up Mine Eyes. Helen Hopekirk. Solo, pno. 1919. BM, BM-5947C. E 
I Will Lift Up Mine Eyes. Virginia Kendrick. Solo, pno. 1975. SCH. M 
“I Will Lift Up Mine Eyes.” Tenor solo, from The Song of David (multi-mvmnt cantata). Lily 
Strickland. SATB/satb, org. 1938. CH, C, 8577-60. ME 
I Will Lift Up Mine Eyes. Margery Watkins. Solo, pno. 1935. OD, 77561-4. ME 
I Will Lift Up Mine Eyes Unto the Hills. Edna Mae Burnam. Solo, pno. 1977. WMC, 10238. ME 
I Will Sing for Joy. Mary McDonald. SATB, pno. 1989. P, 26020. ME 
I’m Going Home. Undine Smith Moore. SATB, a capp. 1978. AUG. (also found in I Will Trust 




“In the Cross of Christ I Glory,” from Responses in the Passion Gospel According to Matthew. 
Theophane Hytrek. SATB, a capp. 1979. GP, GP-414. E 
Incline Your Ear. Lily Strickland. Solo, pno. 1958. GSC, 44178. E 
Jesus, Name of Wondrous Love. Linda Wells. Solo, pno. 1986. FBM, The Sanctuary Soloist. E 
A Jubilant Song. Crystal Davis Clay. SSATB, pno. 1994. P, 10/1233P. ME 
“Lenten Carol,” in Lenten Triptych for Medium Voice. Mary Elizabeth Caldwell. Solo, org, fl.  
1990. G, JG0705. E  
A Lenten Love Song. Helen Kemp. Unison – works as solo, pno. 1989. CG, CGA-486. E 
Lenten Prayer. Jane M. Marshall. SAB, a capp. 1998. GSC, 7085. E 
Let This Mind Be In You, op 105. Amy Beach. SATB/sb, org. 1924. JCC, 35307-8. ME 
Let Your Light So Brightly Shine. Valerie Shields. 2 pt, org, opt hb. 1997. MSM, 50-8410. E 
Lift Thy Heart. Frances Allitsen. Solo, pno. 1908. CH, 23645. ME 
Lift Up Your Eyes. Isabel McNeill Carley. SSA, Orff inst. 1979. AUG, 110338. E 
Living Water. Emily Crocker. SATB/descant, pno. 1992. HLP, 08596513. E 
The Lord Is My Keeper. Anna Laura Page. SATB, pno, opt hb, fl. 2000. MSM, 50-2506A. ME 
The Lord is My Light. Frances Allitsen. Solo, org. 1897. GSC, 43301. ME 
The Lord Is My Light. Patti Drennan. SATB, pno. 1996. BP, BP-1473. ME 
“The Lord Is My Light.” from The Song of David (multi-mvmnt cantata). Lily Strickland. 
SATB/satb, org. 1938. CH, C, 8577-60. ME 
The Lord Is My Light. Adrienne M. Tindall. Solo, pno. 1994. DP. ME  
The Lord is My Shepherd, op 96. Amy Beach. SSA, org. 1923.TP. MD 




“The Lord Is My Shepherd,” SATB/t from The Song of David (multi-mvmnt cantata). Lily 
Strickland. SATB/satb, org. 1938. CH, C, 8577-60. ME 
The Lord to Me a Shepherd Is. Judy Hunnicutt. SATB, a capp. 1978. GIA, G-8255. ME 
The Lord’s My Shepherd (tune Crimond). Roberta Bitgood, arr. Unison/2pt choir – works as 
solo/duet, org, fl. 1983. BLW, GCMR 2475. E 
The Lord’s My Shepherd. Emma Lou Diemer, arr. Unison choir/cong, pno, opt brass quartet. 
2000. HMC, 1746. E 
Love One Another. Anne Krentz Organ. SATB, a capp. 2000. AUG, 11-11103. M 
Mass in Eb. Amy Beach. SATB/satb, pno, or orch. (“Agnus Dei,” “Qui tolis,” and other mvmnts 
can be used separately). 1890. APS, 2337. MD 
A Morning Prayer. Mary Kay Beall. 2pt mixed, pno. 1993. HP, PP135. E 
My Eternal King. Jane M. Marshall. SATB, a capp. 1954. CF, N 2131. M 
My Prayer. Shirley Porter. SATB, pno. 1983. BP, BP 1201. ME 
My Refuge, My Fortress. Jane M. Marshall. SATB, org, opt tr, cong. 1991. SMP, S-513. M 
My Shepherd (tune O Waly Waly). Ruth Artman, arr. 2-pt, pno, fl. 2016. HMC, HMC-1089. E 
My Shepherd, Thou. Lily Strickland. Solo, pno. 1937. TP. E 
My Shepherd Will Supply My Need. Marie Pooler, arr. Unison/2pt choir – works as solo/duet, 
pno. 1963. AUG. PS 609-6. E 
My Soul Waits for the Lord. Margaret A. Vance. SSATB, pno. 1991. LOR, E272. M 
Never the Blade Shall Rise. Kathy Powell. SAB, pno, C instr. 1994. GIA, G-3817. E 
Nolo Mortem Peccatoris. Elizabeth J. Atkinson. SATB, a capp. (English with some Latin text) 
2001. PPM, PPM00112. M 
None Other Lamb. Jane M. Marshall. SATB, org, cello. 1954. CF, CM 6755. M  
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O Come, Let Us Sing Unto the Lord. Emma Lou Diemer. SATB, org. 1961. F, 0-4233. M  
O Come, Let Us Sing Unto the Lord. Connie Fortunato. Unison/2pt choir – works as solo/duet, 
pno. 1981. FBM, B-G0208. E 
O Give Thanks To the Lord. Emma Lou Diemer. SATB, org. 1959; FC, NY-2359. Also BLD, 
1964. ME 
O God, You Are My God. Jane M. Marshall. SATB, org. 2001. S, 5738. M  
O Holy Jesus. Ruth Elaine Schram. SATB, pno, fl. 1994. BLW, BSC00300. ME 
O Lamb of God. Amy Beach. SATB/sa, org (“Agnus Dei” supp. to Communion Responses). 
1936. APS. E 
O Love That Guides Our Way. Gena Branscombe. Solo, pno. 1959. HWG. ME 
Oh Lord, Remember Me. Caro Roma. Solo, pno. 1912. MWS. 12425-6. ME  
Oh, That Bleeding Lamb. Undine Smith Moore. SATB, a capp. 1977. AUG. (also found in I Will 
Trust in the Lord: Five Spirituals, A. Armstrong, ed. 2008 AUG). ME. 
“On the Mount of Olives” from Two Lenten Meditations, Eleanor Daley (inspired by H. Willan). 
SATB, a capp. 2016. J, 46225. MD  
Our Lord and Our Lady. Mary Elizabeth Blackwell. Solo, pno. Composed ca. 1970, publ 1994. 
ALL, AP-145. M 
Out of the Deep. Alice Mary Smith. SATB/bari, organ. Ca. 1870, re-publ 2014, Christopher E. 
Ellis. M 
Prayer. Alice Parker. SATB, org (or dbl choir). 1973. LG, LG-51737. MD 
Psalm. Natalie Sleeth. Unison/2pt choir – works as solo/duet, pno. 1983. SMP, LO.AM441. E  




Psalm 22. Theophane Hytrek. Cantor/cong, org, fl. (text is 23rd Ps). 1979. GIA, G-1608. E  
Psalm 23. Diane Bish. SATB, org. 1990. HMC, C-28. MD 
Psalm 23. Adrienne Tindall, arr. Solo, org. (quotes 4 hymn tunes) 1987. DP. E 
Psalm 23. Judith Lang Zaimont. Bari or mezzo, fl vi, cello, pno. 1978. SUB, 95010050. D 
Psalm 27 – Trust in God. Arletta O’Hearn. SATB, pno. 2000. KM, 8909. ME 
Psalm 91. Marga Richter. SATB, a capp. 1965. EVC, 1209-7. D 
Psalm 121. Emma Lou Diemer. High voice, org. 1956; SSM republished in 1981, SSM-
50008410. ME 
Psalm 121. Emma Lou Diemer. SATB, pno, opt guitar and cello. Composer manuscript. ME 
Psalm 121. Mildred Kayden. Solo, pno. 1956, 1964. BEE. M 
A Psalm of David, When He Was in the Wilderness of Judah. Rebecca Clarke. Solo, pno. 1920, 
publ 2002 by OUP. D 
Psalm Twenty-Three. Dede Duson. SSAA, a capp. 1983. KM, ED-6182. MD 
Psalms Together, vol 1 and 2. Jane M. Marshall. Unison/2pt choir – works as solo/duet, pno. 
1971. CG, CGC18 and CGC21. E 
The Raising of Lazarus. Katherine K. Davis. Solo, pno. 1947. CF, 30233-7. ME 
Remember Now Gethsemane. Lena McLin. SATB, a capp. 1987. KM, ED GC103. M  
Renew a Right Spirit. Katherine Davis. SATB, a capp. 1962. GSC, 45260c. ME 
Requiem. Elinor Remick Warren. SSAATTBB/sb, pno, orch avail. Latin w English translit, some 
mvmts can be used separately. 1965. LG, LG-51264. D 
“Resignation,” No. 2 in Eight American Mountain Hymns. Alice Parker, arr. SATB, a capp. 
1990. ALF, APLG52527. ME 
Restore My Joy. Cindy Berry. SATB, pno. 1991. WM. ME 
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The Road to Calvary. Alexandra Pierce. SATB/sb, a capp. 1993. AP. 040017 AP-517, 272. D 
Set Me as a Seal Judith Berman. Solo, pno. 1978. TRS. 991027-5. ME 
The Seven Last Words on the Cross. Margrethe Hokanson, arr. SATB, a capp. 1966. FP, UH 
66107. E 
The Shepherd’s Psalm. Mary E. Caldwell. SATB/solo, org. 1962. HWG, 2736. ME 
Sing to the Lord a New Song. Shirley Porter. SATB, pno. 1983. BP, BP 1189. ME 
Sinner, You Can’t Walk My Path. Undine Smith Moore. SSAATTBB, a capp. 1958. WB, G-
6498. MD 
Soul Peace. Ina Boyle. SATB/a, a capp. 1930. JWC, 7720. D 
The Spacious Firmament. Katherine K. Davis, arr. Solo, desc, pno. 1938. ECS, ECS-1829. ME 
The Spirit of the Lord. Clara Jean Curzon. SATB, a capp. 1981. BLD, PROCH-3013. M 
“The Strength of the Spirit” No. 1 of Three Motets. Ruth Watson Henderson. SATB, a capp. 
1989. CMC. M 
Take Me to the Water. Alice Parker, arr. SAATB/solo, a capp. 1995. GIA, G-4238. MD 
Take My Heart. Sandy Wilkinson. SATB, pno. 1999. GS, A-7376. E 
Thanks Be to God Which Giveth Us the Victory! Jeanne Alden Joy. Solo, pno. 1947. RDR, RDR, 
745-8. ME 
“There is a Green Hill Far Away” from Responses in the Passion Gospel According to Matthew. 
Emma Lou Diemer. SATB, a capp. 1979. GP, GP-414. E 
“The Thorn Bush,” from Lenten Triptych for Medium Voice. Mary Elizabeth Caldwell. Solo, org. 
1990. G, JG0705. (3 solos). E 
Thou Art Our Wine and Bread. Katherine K. Davis. SATB, a capp. 1949. ECS, 1.757. E 
Thou Knowest Lord, op 77. Amy Beach. SATB/tb soli, organ. 1915. GSC, 6029. M  
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Thy Will Be Done. Mana-Zucca. Solo, pno. 1944. CON. ME 
To the Hills I Lift Mine Eyes. Regina Holmen Fryxell. SATB, a capp. 1947. ABP, APM-475. ME 
To the Holy Spirit. Joan Szymko. SATB, pno. 2007. SBMP, SBMP-838. MD 
The Twenty-Third Psalm. Violet Archer. Solo, pno. 1954. BMI, 181D5. MD 
The Twenty-Third Psalm. Violet Archer. SATB, a capp. 1989 manuscript. M 
The Twenty-Third Psalm. Emma Lou Diemer. Duet s/t, pno. 1943. Composer manuscript. M 
Twenty-Third Psalm, An Interpretation. Frances Waterman. Unison – works as solo, pno. 1978. 
CG, CGA144. E 
Ubi Caritas. Joan Szymko. SSAATB, a capp. 1999. SBMP, 291. D 
Unto the Hills. Jane M. Marshall. SATB, org. 1956. CF, CM 6928. ME  
Venite Exultemus Domino. Catherine Aks. SSA, a capp. 1998. HD, 392-02522. ME  
“The Virgin Mary to Christ on the Cross” No. 2 from My Love, My Joy (3 song set). Nancy 
Telfer. Solo, pno. 1985. FH, FH-8501. D 
Vision of the Cross: Psalm 22. Susan Funk. SATB/b, org. 1983. AP, AP-514. D 
We Shall Walk Through the Valley. Undine Smith Moore. SATB, a capp. 1977. re-publ 2008  
in I Will Trust in the Lord: Five Spirituals, ed. A. Armstrong. AUG. ME 
We Will March Thro’ the Valley. Alice Parker, arr. SSATB/solo, a capp. 1995. GIA, G-4242. 
ME 
“What Trees Were in Gethsemane?” from Lenten Triptych for Medium Voice (3 song set). Mary 
Elizabeth Caldwell. Solo, pno. 1990. G, JG0705.  
What Wondrous Love is This? Linda Wells. Solo, pno. 1986. FBM, The Sanctuary Soloist. E 
When God Puts Out the Light. Carrie Jacobs-Bond. Solo, pno. 1901. Publ by composer. E 
When Jesus Wept. Alice Parker/Robert Shaw, arr. SATB, a capp. 1960. LG, LG 913. M 
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Where Your Treasure Is. Mary McDonald. SATB, pno. 1991. P, 26044. E 
“Why Do We Deal Treacherously?” from Three Choruses from the Sacred Service. Judith Lang 
Zaimont. SATB/b, piano, orch avail. 1981. GM, 1.2879. D 
Why Has God Forsaken Me? Jane M. Marshall, arr. SATB, opt hb. 2001. GIA, GIA-5178. ME 
With My Whole Heart I Have Sought Thee. Adrienne Tindall. Solo, pno. 1987. DP. ME 
Wood of the Cross. Blanche Douglas Byles. Solo, pno. 1947. TP. ME  
Yea, Though I Walk Through the Valley. Hazel Gertrude Kinscella. Duet s/t, pno. 1936. F, 7128-
30(7012). E 
Yet Will I Sing. Alisa Bair. SATB, pno. 1988. PP, PP-107. ME 






ALPHABETICAL COMPOSER INDEX WITH ALL PIECES 
 
Aks, Catherine (b. 1946) 
Venite Exultemus Domino. SSA, a capp. 1998. HD, 392-02522. ME 
Allitsen, Frances (1848 – 1912) 
 Lift Thy Heart. Solo, pno. 1908. CH, 23645. ME 
The Lord is My Light. Solo, org. 1897. GSC, 43301. ME 
Archer, Violet Balestreri (1913 – 2000) 
I Will Lift Up Mine Eyes. SATB div, solo instr, org. 1969. CMC. MD 
The Twenty-Third Psalm. Solo, pno. 1954. BMI, 181D5. MD 
The Twenty-Third Psalm. SATB, a capp. 1989. manuscript. M 
Artman, Ruth (1919 – 2010) 
My Shepherd (tune O Waly Waly). 2-pt, pno, fl. 2016. HMC, HMC-1089. E 
Atkinson, Elizabeth J. (b. 1951) 
Nolo Mortem Peccatoris. SATB, a capp. (English with some Latin text) 2001. PPM, 
PPM00112. M 
Bair, Alisa (b. ca. 1953) 
Yet Will I Sing. SATB, pno. 1988. PP, PP-107. ME 
Bauer, Marion (1882 – 1955) 




Beach, Amy (1867 – 1944) 
Christ in the Universe, op 132. SATB/at, org. 1931. HWG. MD 
Evening Hymn. SATB/sa, pno. 1936. APS, 14779-4. M  
Hymn of Trust. Solo, pno. 1891. Found in Song Album No. 1. APS. M 
I Will Lift Up Mine Eyes, op 98. SATB, org. 1923. TP. MD 
Let This Mind Be In You, op 105. SATB/sb, org. 1924. JCC, 35307-8. ME 
The Lord is My Shepherd op 96. SSA, org. TP, 1923. MD 
Mass in Eb. SATB/satb, pno, or orch. (“Agnus Dei,” “Qui tolis,” other mvmnts can be 
used separately). 1890. APS, 2337. MD 
O Lamb of God. SATB/sa, org (“Agnus Dei” supp. to Communion Responses). 1936. 
APS. E 
Thou Knowest, Lord, op 77. SATB/tb soli, organ. 1915. GSC, 6029. M  
Beall, Mary Kay (b. 1943) 
A Morning Prayer. 2pt mixed, pno. 1993. HP, PP135. E 
Berman, Judith M. (b. 1958) 
Set Me as a Seal. Solo, pno. 1978. TRS. 991027-5. ME 
Berry, Cindy (b. 1949) 
 Restore My Joy. SATB, pno. 1991. WM. ME 
Bish, Diane (b. 1941) 




Bitgood, Roberta (1908 – 2007) 
The Lord’s My Shepherd (tune Crimond). Unison/2pt choir – works as solo/duet, org, fl. 
1983. BLW, GCMR 2475. E 
from Responses in the Passion Gospel According to Matthew. SATB, a capp. 1979. GP, 
GP-414. E 
  “Follow to the Judgement Hall” 
“Go to Dark Gethsemane” 
Blackwell, Mary Elizabeth (1887 – 1987) 
Our Lord and Our Lady. Solo, pno. Composed ca. 1970, publ 1994. ALL, AP-145. M 
Blair, Kathleen (fl. 1925 – 1940) 
He Restoreth My Soul. Solo, pno. 1932. GSC, 3564. ME 
Boyle, Ina (1889 – 1967) 
Soul Peace. SATB/a, a capp. 1930. JWC, 7720. D 
Branscombe, Gena (1881 – 1977) 
O Love That Guides Our Way. Solo, pno. 1959. HWG. ME 
Burnam, Edna Mae (1907 – 2007) 
I Will Lift Up Mine Eyes Unto the Hills. Solo, pno. 1977. WMC, 10238. ME 
Byles, Blanche Douglas (1882 - 1979) 
Wood of the Cross. Solo, pno. 1947. TP. ME 
Caldwell, Mary Elizabeth (1909 – 2003) 
Christ’s Garden. Unison/2pt choir – works as solo/duet, pno. BRP, AMEC. E 




Lenten Triptych for Medium Voice. 1990. G, JG0705. (3 solos). E 
1. “Lenten Carol,” solo, org, fl.  
2. “The Thorn Bush,” solo, org. 
3. “What Trees Were in Gethsemane?” solo, org. 
The Shepherd’s Psalm. SATB/solo, org. 1962. HWG, 2736. ME 
Callaway, Ann (b. 1949) 
Agnus Dei I. SSATB/s, a capp. 1979. AP, 040011 AP-511. D 
Carley, Isabel McNeill (1918 – 2011) 
Lift Up Your Eyes. SSA, Orff inst. 1979. AUG, 110338. E 
Clarke, Rebecca (1886 – 1979) 
He That Dwelleth in the Secret Place of the Most High. SSAATTBB/ssatb, a capp. 
Composed ca. 1920, publ. 2003. OUP. D 
A Psalm of David, When He Was in the Wilderness of Judah. Solo, pno. 1920, publ 2002 
by OUP. D 
Clay, Crystal Davis (b. 1957) 
A Jubilant Song. SSATB, pno. 1994. P, 10/1233P. ME 
Crocker, Emily (b. 1949) 
Living Water. SATB/descant, pno. 1992. HLP, 08596513. E 
Curran, Pearl G. (1875-1941) 
The Crucifixion. Solo, pno. 1925. GSC, 32134C. ME 
The Lord Is My Shepherd. Solo, pno. 1921. GSC30229. ME 
Curzon, Clara Jean (1924 – 1996) 
The Spirit of the Lord. SATB, a capp. 1981. BLD, PROCH-3013. M 
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Daley, Eleanor (b. 1955) 
 Two Lenten Meditations, (inspired by H. Willan). SATB, a capp. 2016. J, 46225. MD 
1. “On the Mount of Olives” 
2. “Behold, We Have Seen Him” 
Davis, Katherine Kennicott (1892-1980) 
God So Loved the World. SATB, a capp. 1961. GM, 1.2214. ME 
The Raising of Lazarus. Solo, pno. 1947. CF, 30233-7. ME 
 Renew a Right Spirit. SATB, a capp. 1962. GSC, 45260c. ME 
The Spacious Firmament. Solo, desc, pno. 1938. ECS, ECS-1829. ME 
Thou Art Our Wine and Bread. SATB, a capp. 1949. ECS, 1.757. E 
Deacon, Mary (fl. 1956) 
Beside Still Waters. Solo, pno. 1956. HWG. ME 
Diemer, Emma Lou (b. 1927) 
Create in Me a Clean Heart. Solo, pno. 1990. AP, No 155. M 
God is Love. SSAATBB, electronic tape. 1982. AP, 151. D 
The Lord’s My Shepherd. Unison choir/cong, pno, opt brass quartet. 2000. HMC, 1746. E 
O Come, Let Us Sing Unto the Lord. SATB, org. 1961. F, 0-4233. M 
O Give Thanks To the Lord. SATB, org. 1959. FC, NY-2359. Also BLD, 1964. ME 
Psalm 121. SATB, pno, opt guitar and cello. Composer’s manuscript. ME 
Psalm 121. Solo, org. 1956; SSM republished in 1981. SSM-50008410. ME 
from Responses in the Passion Gospel According to Matthew. SATB, a capp. 1979. GP, 
GP-414. E  
“Drop, Drop, Slow Tears”   
“There is a Green Hill Far Away”  
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The Twenty-Third Psalm. Duet s/t, pno. 1943. Composer manuscript. M 
Drennan, Patti (b. ca. 1942) 
The Lord Is My Light. SATB, pno. 1996. BP, BP-1473. ME 
Duson, Dede (b. 1938) 
Psalm Twenty-Three. SSAA, a capp. 1983. KM, ED-6182. MD 
Edwards, Clara (1887 – 1974) 
The 27th Psalm – The Lord Is My Light. Solo, pno. 1938. GSC, 38243. ME 
English, Tina (b. ca. 1953) 
For God So Loved the World. SAB, pno, cong. 1990. P, 26038 E.  
Fortunato, Connie (fl. 1980 - 2015) 
O Come, Let Us Sing Unto the Lord. Unison/2pt choir – works as solo/duet, pno. 1981. 
FBM, B-G0208. E 
Fryxell, Regina Holman (1899 – 1993) 
To the Hills I Lift Mine Eyes. SATB, a capp. 1947. ABP, APM-475. ME 
Fuller, Jeanne Weaver (1917 – 1995) 
 Exultate Justi. SATB, a capp. 1967. AMP, 6908. D 
Funk, Susan (b. ca. 1958) 
Vision of the Cross: Psalm 22. SATB/b, org. 1983. AP, AP-514. D 
Gober, Belle Biard (1885 – 1983) 
I Will Lift Up Mine Eyes. Solo, pno. 1941. HTF. E 
Henderson, Ruth Watson (b. 1932)  
“The Strength of the Spirit” no. 1 of Three Motets. SATB, a capp. 1989. CMC. M 
Hokanson, Margrethe (1893 – 1975) 
The Seven Last Words on the Cross. SATB, a capp. 1966. FP, UH 66107. E  
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Hopekirk, Helen (1856 – 1945) 
God Is a Spirit. Solo, pno. 1917. BM, 12236. ME 
I Will Lift Up Mine Eyes. Solo, pno. 1919. BM, BM-5947C. E 
Hunnicutt, Judy (b. 1939) 
The Lord to Me a Shepherd Is. SATB, a capp. 1978. GIA, G-8255. ME 
Hytrek, Sister Theophane (1915 – 1992) 
“In the Cross of Christ I Glory,” from Responses in the Passion Gospel According to 
Matthew. SATB, a capp. 1979. GP, GP-414. E 
Psalm 22. Cantor/cong, org, fl. (text is 23rd Ps). 1979. GIA, G-1608. E 
Jacobs-Bond, Carrie (1862 – 1946)  
When God Puts Out the Light. Solo, pno. 1901. Publ by composer. E 
Jennings, Carolyn (b. 1936)  
Ah Holy Jesus (tune Herzliebster Jesu). SA – works as duet, cello. 1967. AUG, 
AU.9780800645151. E 
Joy, Jeanne Alden (b. ca. 1929) 
Thanks Be To God Which Giveth Us the Victory! Solo, pno. 1947. RDR, RDR, 745-8. 
ME 
Kayden, Mildred (b. 1922) 
Psalm 121. Solo, pno. 1956, 1964. BEE. M 
Keating, Ellen M. (b. 1954) 
Cry Unto the Lord. SSA, a capp. 1994. MF, 924. MD 
Kemp, Helen (1918 – 2015) 
A Lenten Love Song. Unison – works as solo, pno. 1989. CG, CGA-486. E 
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Kendrick, Virginia (1910 – 2002) 
 I Will Lift Up Mine Eyes. Solo, pno. 1975. SCH. M 
King, Betty Jackson (1928 – 1994) 
Calvary. Solo, pno. 1954. Found in Art Songs and Spirituals by African American 
Women Composers (pub 1995, HIL). M  
Kinscella, Hazel Gertrude (1895 – 1960) 
Yea, Though I Walk Through the Valley. Duet s/t, pno. 1936. F, 7128-30(7012). E 
Lightfoot, Mary Lynn (b. 1971) 
And I Will Praise Thee, O God! SAB, pno. 1987. H, H2041. E 
Mana-Zucca, (1885 – 1981) 
Thy Will Be Done. Solo, pno. 1944. CON. ME 
Marshall, Jane M. (1924 – 2019) 
Create In Me, O God. Unison/2pt choir – works as solo/duet, pno. 1998. CG,  
CGA-750. E 
Lenten Prayer. SAB, A Capp. 1998. GSC, 7085. E 
My Eternal King. SATB, a capp. 1954. CF, N 2131. M 
My Refuge, My Fortress. SATB, org, opt tr, cong. 1991. SMP, S-513. M 
None Other Lamb. SATB, org, cello. 1954. CF, CM 6755. M  
O God, You Are My God. SATB, org. 2001. S, 5738. M 
Psalms Together, vol 1 and 2. Unison/2pt choir – works as solo/duet, pno. 1971. CG, 
CGC21. E 
Unto the Hills. SATB, org. 1956. CF, CM 6928. ME 
Why Has God Forsaken Me? SATB, opt hb. 2001. GIA, GIA-5178. ME 
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McDonald, Mary (b. 1956) 
I Will Sing for Joy. SATB, pno. 1989. P, 26020. ME 
Where Your Treasure Is. SATB, pno. 1991. P, 26044. E 
McLin, Lena (b. 1928)  
Amazing Grace. SATB, pno. 1982. KM, ED-GC113. ME 
Give Up the World. SATB, a capp. 1989. KM, ED GC169. M 
Remember Now Gethsemane. SATB, a capp. 1987. KM, ED GC103. M  
Moore, Undine Smith (1904 – 1989) 
I’m Going Home. SATB, a capp. 1978. AUG. (also found in I Will Trust in the Lord: 
Five Spirituals, A. Armstrong, ed. 2008 AUG). ME. 
Oh, That Bleeding Lamb, SATB, a capp. 1977. AUG. (also found in I Will Trust in the 
Lord: Five Spirituals, A. Armstrong, ed. 2008 AUG). ME. 
Sinner, You Can’t Walk My Path. SSAATTBB, a capp. 1958. WB, G-6498. MD 
We Shall Walk Through the Valley. SATB, a capp. 1977. (also found in I Will Trust in the 
Lord: Five Spirituals, A. Armstrong, ed. 2008 AUG). ME 
Muskrat, Nancy (b. ca. 1953) 
 Create In Me. SATB, org. 1977. C, 98-2311. E 
O’Hearn, Arletta (b. ca. 1928) 
Psalm 27 – Trust in God. SATB, pno. 2000. KM, 8909. ME 
Organ, Anne Krentz (b. 1960) 
 Love One Another. SATB, a capp. 2000. AUG, 11-11103. M 
Page, Anna Laura (b. ca. 1943) 




Parker, Alice (b. 1925) 
Amazing Grace (arr. with R. Shaw). SATB/solo, a capp. 1960. ALF, AP.LG00918. MD 
Prayer. SATB, org (or dbl choir). 1973. LG, LG-51737. MD 
“Resignation,” No. 2 in Eight American Mountain Hymns. SATB, a capp. 1990. ALF, 
APLG52527. ME 
Take Me to the Water. SAATB/solo, a capp. 1995. GIA, G-4238. MD  
We Will March Thro’ the Valley. SSATB/solo, a capp. 1995. GIA, G-4242. ME 
When Jesus Wept (arr. with R. Shaw). SATB, a capp. 1960. LG, LG 913. M 
Pierce, Alexandra (b. 1934) 
The Road to Calvary. SATB/sb, a capp. 1993. AP. 040017 AP-517, 272. D 
Pooler, Marie (1928 – 2013) 
My Shepherd Will Supply My Need. Unison/2pt choir – works as solo/duet, pno. 1963. 
AUG. PS 609-6. E 
Porter, Shirley (fl. 1980 – 1990) 
Abide In Him. SATB, pno. 1985. BP, BP-1240. ME 
My Prayer. SATB, pno. 1983. BP, BP 1201. ME 
Sing to the Lord a New Song. SATB, pno. 1983. BP, BP 1189. ME 
Powell, Kathy (b. ca. 1943) 
Never the Blade Shall Rise. SAB, pno, C instr. 1994. GIA, G-3817. E 
Price, Florence Beatrice (1887 – 1953) 
Communion Service in F. SATB, org. (40 pages, some mvmts can be used separately). 




Richter, Marga (b. 1926) 
Psalm 91. SATB, a capp. 1965. EVC, 1209-7. D 
Rodriguez, Penny (b. ca. 1959) 
Desert Psalm. SATB, pno. 1989. BP, BP1334. ME 
Roma, Caro (1866 – 1937) 
God Shall Wipe Away All Tears. Solo, pno. 1913. MWS, 13204-4. ME 
God Shall Wipe Away All Tears. SATB/sb, pno. 1933. MWS, 19365-8. ME 
Oh Lord, Remember Me. Solo, pno. 1912. MWS. 12425-6. ME  
Ross, Barbara (1929 – 2014) 
You Who Are Thirsty. SATB, pno. 1992. WM. E 
Schram, Ruth Elaine (b. ca. 1956) 
Eli, Eli Lama Sabachthani. SATB, pno. 1993. SP, A-6826. E 
O Holy Jesus. SATB, pno, fl. 1994. BLW, BSC00300. ME 
Shields, Valerie (b. 1951) 
Let Your Light So Brightly Shine. 2 pt, org, opt hb. 1997. MSM, 50-8410. E 
Sleeth, Natalie (1930 – 1992) 
Psalm. Unison/2pt choir – works as solo/duet, pno. 1983. SMP, LO.AM441. E  
Smith, Alice Mary (1839 – 1884) 
Out of the Deep. SATB/bari, organ. Ca. 1870, re-publ 2014, Christopher E. Ellis. M 
Stair, Patty (1869 - 1926) 
The Day is Gently Sinking. SATB/s, org. 1916. WSM, 14866-5. ME 
Strickland, Lily (1887 – 1958)  
Incline Your Ear. Solo pno. 1958. GSC, 44178. E 
My Shepherd, Thou. Solo, pno. 1937. TP. E 
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The Song of David (multi-mvmnt cantata). SATB/satb, org. 1938. CH, C, 8577-60. ME 
 “The Lord Is My Light” SATB 
 “The Lord Is My Shepherd” SATB/t  
 “I Will Lift Up Mine Eyes” tenor solo 
Szymko, Joan (b. 1957) 
I Lift My Eyes. SATB, pno. 2006. SBMP. SBMP-691. MD 
To the Holy Spirit. SATB, pno. 2007. SBMP, SBMP-838. MD 
Ubi Caritas. SSAATB, a capp. 1999. SBMP, 291. D 
Telfer, Nancy (b. 1950) 
“The Virgin Mary to Christ on the Cross” from My Love, My Joy (song set of 3). 1985. 
Solo, pno. FH, FH-8501. D 
Tindall, Adrienne M. (b. ca. 1935) 
I Am Persuaded. Solo, pno. 1994. DP ME 
The Lord Is My Light. Solo, pno. 1994. DP. ME 
Psalm 23. Solo, org. (quotes 4 hymn tunes) 1987. DP. E 
With My Whole Heart I Have Sought Thee. Solo, pno. 1987. DP. ME 
Vance, Margaret A. (fl. 1985 - 2010) 
My Soul Waits for the Lord. SSATB, pno. 1991. LOR, E272. M 
Vollenhoven, Hanna Van (1894 - ?) 
Hear Me Speedily, O Lord! Solo, org. 1940. GSC, 38926-C. ME 
Ware, Harriet (1877 – 1962) 




Warren, Elinor Remick (1900 – 1991) 
Requiem. SSAATTBB/sb, pno, orch avail. Latin w English translit, some mvmts can be 
used separately. 1965. LG, LG-51264. D 
Warshauer, Meira M. (b. 1951) 
Psalm 19. Sop, pno. 2014. HIL, 491-00627. (In English with some Hebrew). M 
Waterman, Frances (1932 - 2005) 
Twenty-Third Psalm, An Interpretation. Unison – works as solo, pno. 1978. CG, 
CGA144. E 
Watkins, Margery (fl. 1935) 
I Will Lift Up Mine Eyes. Solo, pno. 1935. OD, 77561-4. ME 
Wells, Linda (b. 1948) 
Jesus, Name of Wondrous Love. Solo, pno. 1986. FBM, in The Sanctuary Soloist. E 
What Wondrous Love is This? Solo, pno. 1986. FBM, in The Sanctuary Soloist. E 
Wilkinson, Sandy (b. ca. 1954) 
 Take My Heart. SATB, pno. 1999. GS, A-7376. E 
Zaimont, Judith Lang (b. 1945) 
Psalm 23. Bari or mezzo, fl vi, cello, pno. 1978. SUB, 95010050. D 
 “Why Do We Deal Treacherously?” from Three Choruses from the Sacred Service. 







ALPHABETICAL COMPOSER INDEX 
 
 
Aks, Catherine (b. 1946) 
Allitsen, Frances (1848 – 1912) 
Archer, Violet Balestreri (1913 – 2000) 
Artman, Ruth (1919 – 2010) 
Atkinson, Elizabeth J. (b. 1951) 
Bair, Alisa (b. ca. 1953) 
Bauer, Marion (1882 – 1955) 
Beach, Amy (1867 – 1944) 
Beall, Mary Kay (b. 1943) 
Berman, Judith M. (b. 1958) 
Berry, Cindy (b. 1949) 
Bish, Diane (b. 1941) 
Bitgood, Roberta (1908 – 2007) 
Blackwell, Mary Elizabeth (1887 – 1987) 
Blair, Kathleen (fl. 1925 – 1940) 
Boyle, Ina (1889 – 1967) 
Branscombe, Gena (1881 – 1977) 
Burnam, Edna Mae (1907 – 2007) 
Byles, Blanche Douglas (1882 - 1979) 
Caldwell, Mary Elizabeth (1909 – 2003) 
Callaway, Ann (b. 1949) 
Carley, Isabel McNeill (1918 – 2011) 
Clarke, Rebecca (1886 – 1979) 
Clay, Crystal Davis (b. 1957) 
Crocker, Emily (b. 1949) 
Curran, Pearl G. (1875 – 1941) 
Curzon, Clara Jean (1924 – 1996) 
Daley, Eleanor (b. 1955) 
Davis, Katherine Kennicott (1892 – 1980) 
Deacon, Mary (fl. 1956) 
Diemer, Emma Lou (b. 1927) 
Drennan, Patti (b. ca. 1942) 
Duson, Dede (b. 1938) 
Edwards, Clara (1887 – 1974) 
English, Tina (b. ca. 1953) 
Fortunato, Connie (fl. 1980 – 2015) 
Fryxell, Regina Holman (1899 – 1993) 
Fuller, Jeanne Weaver (1917 – 1995) 
Funk, Susan (b. ca. 1958) 
Gober, Belle Biard (1885 – 1983) 
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Henderson, Ruth Watson (b. 1932)  
Hokanson, Margrethe (1893 – 1975) 
Hopekirk, Helen (1856 – 1945) 
Hunnicutt, Judy (b. 1939) 
Hytrek, Sister Theophane (1915 – 1992) 
Jacobs-Bond, Carrie (1862 – 1946)  
Jennings, Carolyn (b. 1936)  
Joy, Jeanne Alden (b. ca. 1929) 
Kayden, Mildred (b. 1922) 
Keating, Ellen M. (b. 1954) 
Kemp, Helen (1918 – 2015) 
Kendrick, Virginia (1910 – 2002) 
King, Betty Jackson (1928 – 1994) 
Kinscella, Hazel Gertrude (1895 – 1960) 
Lightfoot, Mary Lynn (b. 1971) 
Mana-Zucca, (1885 – 1981) 
Marshall, Jane M. (1924 – 2019) 
McDonald, Mary (b. 1956) 
McLin, Lena (b. 1928)  
Moore, Undine Smith (1904 – 1989) 
Muskrat, Nancy (b. ca. 1953) 
O’Hearn, Arletta (b. ca. 1928) 
Organ, Anne Krentz (b. 1960) 
Page, Anna Laura (b. ca. 1943) 
Parker, Alice (b. 1925) 
Pierce, Alexandra (b. 1934) 
Pooler, Marie (1928 – 2013) 
Porter, Shirley (fl. 1980 – 1990) 
Powell, Kathy (b. ca. 1943) 
Price, Florence Beatrice (1887 – 1953) 
Richter, Marga (b. 1926) 
Rodriguez, Penny (b. ca. 1959) 
Roma, Caro (1866 – 1937) 
Ross, Barbara (1929 – 2014) 
Schram, Ruth Elaine (b. ca. 1956) 
Shields, Valerie (b. 1951) 
Sleeth, Natalie (1930 – 1992) 
Smith, Alice Mary (1839 – 1884) 
Stair, Patty (1869 – 1926) 
Strickland, Lily (1887 – 1958)  
Szymko, Joan (b. 1957) 
Telfer, Nancy (b. 1950) 
Tindall, Adrienne M. (b. ca. 1935) 
Vance, Margaret A. (fl. 1985 – 2010) 
Vollenhoven, Hanna Van (1894 – ?) 
Ware, Harriet (1877 – 1962) 
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Warren, Elinor Remick (1900 – 1991) 
Warshauer, Meira M. (b. 1951) 
Waterman, Frances (1932 – 2005) 
Watkins, Margery (fl. 1935) 
Wells, Linda (b. 1948) 
Wilkinson, Sandy (b. ca. 1954) 
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